Constraint, Creativity, Copyright and Collaboration in Popular Songwriting Teams. by Bennet, Joe.
Constraint, Creativity, Copyright 
and Collaboration in Popular 
Songwriting Teams
Joe Bennett
Submitted for the degree of Doctor of Philosophy
School of Arts 
University of Surrey 
June 2014
© Joe Bennett 2014 
Word count: 91,754
Supervisor: Prof Allan Moore
ProQuest N um ber: 27557525
All rights reserved
INFORMATION TO ALL USERS 
The quality of this reproduction is d e p e n d e n t upon the quality of the copy subm itted.
In the unlikely e v e n t that the author did not send a c o m p le te  manuscript 
and there are missing p a g e s , these will be n oted . Also, if material had to be rem oved,
a n o te  will ind icate the deletion .
uest
ProQuest 27557525
Published by ProQuest LLO (2019). Copyright of the Dissertation is held by the Author.
All rights reserved.
This work is protected against unauthorized copying under Title 17, United States C o d e
Microform Edition © ProQuest LLO.
ProQuest LLO.
789 East Eisenhower Parkway 
P.Q. Box 1346 
Ann Arbor, Ml 4 8 1 0 6 -  1346
Declaration
This thesis and the work to which it refers are the results of my own efforts. 
Any ideas, data, images or text resulting from the work of others [whether published 
or unpublished) are fully identified as such within the work and attributed to their 
originator in the text, bibliography or in footnotes. This thesis has not been submitted 
in whole or in part for any other academic degree or professional qualification. 1 agree 
that the University has the right to submit my work to the plagiarism detection service 
TurnitinUK for originality checks. Whether or not drafts have been so-assessed, the 
University reserves the right to require an electronic version of the final document [as 
submitted) for assessment as above.
1 have published some of the early findings of this research as a chapter in the 
book The Act of Musical Composition: Studies in the Creative Process^ and as conference 
papers and journal articles including The Art of Record Production 2010^ and the Art of 
Record Production 2013.^ Parts of these documents appear in the thesis, sometimes in 
edited form. All relevant permissions have been obtained, and all copyrights of the 
author are retained.
Statement on ethics
All interview participants quoted in this thesis have given their permission for 
the material to be used in the study. These permissions were given verbally in the 
audio recordings of the interviews. All co-writers involved in the co-researcher work 
were aware that the co-write session was being recorded, and gave their permission 
for these recordings to be used in the research. All research processes have been 
devised and implemented in line with the Ethical Procedures published by the 
University of Surrey's Faculty of Arts & Human Sciences Ethics Committee [FAHS EC).^
Joe Bennett, "Constraint, Collaboration and Creativity in Popular Songwriting Teams," in The A ct o f  
Musical Composition: Studies in the Creative Process, ed. David Collins, SEMPRE Studies in The 
Psychology of Music (Farnham, Surrey Ashgate, 2012), 139-169 .
Joe Bennett, "Collaborative Songwriting -  the Ontology of Negotiated Creativity in Popular Music 
Studio Practice," in Journal o f  the A rt o f  Record Production 2010  [presented at the The Art Of Record 
Production 2010]
Joe Bennett, '"You Won't See Me’ -  in Search of an Epistemology of Collaborative Songwriting," in JARP 
Issue # 8 :8th A rt o f Record Production Conference Proceedings (Dec 2013], vol. 8 [presented at 
Rewriting The Rules Of Production, Quebec, Canada: Art of Record Production, 2013]. 
http://ww w.surrey.ac.uk/fahs/staffandstudents/ethicalprocedures/
Abstract
This PhD study starts with a single question: 'how do songwriters collaborate 
to write effective songs?' 1 will test several hypotheses, including 'amateur and 
professional songwriters demonstrate different behaviours', 'songwriting represents 
the collision of existing ideas', 'song form is market-driven', 'songwriters learn by 
hearing extant songs' and 'process and product are interrelated and it is possible to 
change the latter by consciously manipulating the former'. In testing the hypotheses, 1 
will discuss the titular 'Four Cs' -  Constraint, Creativity, Copyright and Collaboration. 
The last is explained easily in the central question; the first is necessitated by the 
inescapable fact that popular song exhibits statistically probable norms relating to 
characteristics such as harmony, form, lyric theme and rhyme. The second [Creativity) 
obviously requires originality, which in music manifests itself as the third -  Copyright. 
Therefore, it is necessary to explore the constraints of song, and to consider 
songwriters' ability to cross the lower originality threshold of creativity defined by 
copyright.
The research is itself constrained to a study of the work of 'professional' 
songwriters, defined as individuals whose work has generated income through 
royalties. 1 take the philosophical position that songs can only exist when there is an 
additional listener to hear them. Historically and culturally 1 define 'songwriting' as 
British and American popular songwriting as practised between 1952 and 2012 [the 
first 60 years of the 'singles chart' in the UK), although in some cases it will be 
necessary to make reference to slightly earlier sources.
Three evidence bases are used: real-time recordings of songwriting sessions, 
immediate retrospective reports by songwriters, and later retrospective interviews. 
The first of these is auto-ethnographic; I have documented my own collaborative 
processes across a variety of real-world composition and songwriting projects. The 
research draws on existing academic literature, particularly in the fields of popular 
musicology and cognitive psychology, but also making reference to tertiary fields such 
as law, sociology, literature and philosophy.
This thesis does not posit a 'template method' for songwriting -  even a cursory 
examination of the evidence suggests that no such thing exists. Rather, the intention is 
to identify and analyse the way songwriting teams negotiate the creative and 
problem-solving challenges of writing effective songs.
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Introduction
To address the central question 'how do songwriters collaborate?' my work 
will search for evidence of demonstrable musical and literary processes that 
songwriters use. Every part of the available evidence base is useful but each has flaws 
in its integrity. Auto-ethnographic practitioner work [i.e. writing my own songs and 
analysing the process) provides the most exhaustive data on a per-song basis, but it is 
inherently subjective and its creative outputs are not guaranateed to achieve value 
[whether culturally or economically defined). Methodologically defensible 
questionnaire surveys of songwriters provide focused detail and [apparent) statistical 
robustness, but draw from a necessarily self-selecting group of songwriters who may 
be subconsciously motivated to provide misleading data to the researcher.^ Interviews 
with successful songwriters are first-hand accounts, but they are usually undertaken 
considerably after the fact [of the song's success); this is compounded by the problem 
that retrospective verbal reporting as a research process can be subject to the 
observation effect^ and participant errors of recall. Music journalism provides breadth 
-  many successful songs have published interviews associated with them -  but 
interviewees are not necessarily motivated to reveal usefully authentic evidence of 
creative practice, and of course the journalistic product is itself edited for market- 
driven reasons that may compromise its reliability as a source. Analysing a finished 
recording or transcription may provide some clues to the song's likely construction 
methods [especially to a practitioner-researcher), but this evidence base is necessarily 
highly interpreted and filtered by the researcher, requiring a large number of 
inferences and educated guesses based on subjective prior experience. The 'top 40'
6 Questionnaires also prevent any observation of the created object, and as I will demonstrate, this 
limits the researcher's understanding of the relationship betw een process and product.
7 K Anders Ericsson and Herbert A Simon, Protocol Analysis Verbal Reports as Data. Cambridge, MA: 
MIT Press, 1993.
1
and equivalent charts provide hard data, and a popularity metric of sorts in the form 
of sales figures over time. Although these data may tell us little about the creative 
process, they do highlight reliably the songs that listeners access in large numbers. 
From this we can triangulate the characteristics of the ‘successful song' and thus make 
informed inferences regarding songwriters' creative goals -  or at least, the goals of 
those songwriters who aspire to commercial success and mainstream popularity.
Most extant analytical writing, in the fields of popular musicology, psychology 
and popular music journalism, starts from the position that the song has already been 
completed -  to the point of becoming a 'track'.s This is not to say that such an 
approach is irrelevant to my work; some valuable recent research into songwriters' 
creativity uses hard data in the form of sales metrics to make inferences about the 
acquisition of effective creativity skillsets.^ However, it is true that my research aims 
to investigate songwriting's place as the first part of the popular music production 
process, and 1 shall show that it is common for practitioners to complete [at least part 
of) the song first, and then to develop the performance and track in response to the 
song's own creative stimulus. In order to test this assertion it is of course necessary to 
define the term 'song' and to investigate the thresholds that delineate song, 
performance and track. These thresholds may be different depending on whether they 
are viewed from a musicological, legal, moral, technological, philosophical or literary 
standpoint; 1 will provide detailed discussion of these perspectives in Chapter 3.
My work is rooted in the contention that song form is defined by known 
musical and literary constraints that are statistically observable through longitudinal
8 Throughout, unless specified otherwise, 1 will use ‘track’ in the same sense as Moore (2012), i.e. that it 
is a combination of the 'song' and the 'performance’ committed to a recorded medium. See Allan F 
Moore, Song Means : Analysing and Interpreting Recorded Popular Song. Farnham, Surrey: Ashgate, 
2012.1 will return to Moore’s song/perform ance/track paradigm later.
9 Richard W Hass, Robert W Weisberg, and J Choi, "Quantitative Case-Studies in Musical Composition: 
The Development of Creativity in Popular-Songwriting Teams," Psychology o f  Music (March 2010), 
d oi:10.1177/0305735609352035; R W. Hass and R W. Weisberg, "Career Development in Two 
Seminal American Songwriters: A Test of the Equal Odds Rule," Creativity Research Journal 21, no. 2 -3  
(May 7 ,2009): 183-190 , doi:10.1080/10400410902855275; Dean Keith Simonton, "Creative 
Productivity: A Predictive and Explanatory Model of Career Trajectories and Landmarks," 
Psychological Review  104, no. 1 (1997): 66 -89 , doi:10.1037/0033-295X .104.1.66.
2
study of successful songs' characteristics. Song creativity exists within the context of 
these constraints, which are culturally known to songwriters. Further, 1 will explore 
whether constraint itself is a necessary part of the songwriter's creative process, and 
the extent to which the songwriting act can be defined as a series of ever-more 
restrictive constraints, narrowing down creators' options until only the finished song 
remains.
Methodology
1. Methodology
Suppose that you think you're very smart. But won't you tell me how
do you do it?
Mitch Murray lo
The popular music creative production chain has remained broadly the same 
since the advent of commercially-available pop recordings; the song is written, 
produced and performed, and committed to a recorded medium. These three stages, 
described by Moore ^  as 'song', 'performance' and 'track' overlap and diverge 
variously in different Western popular music genres, and are not necessarily linear; 
lyrics are sometimes amended or improvised during a final vocal take, and some 
production-based genres [e.g. club/dance music and contemporary pop) may have no 
obvious distinction between composition, arrangement and recording. Nonetheless, it 
is usual practice for songwriters, bands, producers and artists to write songs before 
recording them, even though additional creative decisions may take place at any stage 
in the production process. Between the initial decision to write a song and the final 
mastered recording lies a large number of creative and editorial events.
1.1. Defining 'Song'
Most of the processes of making music have been extensively studied and 
documented by the academic community, and in mainstream pop fandom there is a 
surfeit of tour films, artist interviews and fly-on-the-wall studio documentaries. 
Similarly, popular music studies has, for some thirty years, effectively analysed and 
dissected popular song 'product' from a variety of perspectives, including sociological, 
harmonic/melodic, structural, technical, semiotic and biographical. 1 contend that 
many of these approaches [excepting harmonic/melodic) deal less with the song than
10 Gerry and the Pacemakers, How Do You Do It? 7" vinyl. Columbia Records, 1963. Available via 
joebennett.net/phd.
11 Moore, Song Means. 15
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with its manifestation as an audio recording or live performance. This is 
understandable and reasonable in many cases -  music fans have no reason to make a 
distinction between the different processes or creative participants that make up the 
object of their fandom [indeed, they may become disillusioned by some of the more 
unromantic and contrived aspects of pop production such as 'vocal comping’12). 
Similarly, the cognitive psychologist, the popular musicologist, the sociologist or the 
semiotic scholar may reasonably wish to deal with the recording's effects, not its 
creative evolution, so any separation of the song from its performance would be 
counterproductive.
1 will return frequently to the challenge of differentiating the songwriting 
process [as far as possible) from other activities in popular music production. Burnsi^ 
uses the term 'textual' to attempt a separation of songwriting, production and 
performing duties, although 1 suggest his reference to 'sheet music' can be treated as 
an abstraction -  or perhaps a metaphor -  for my purposes:
Rhythm, melody and harmony are the musical elements 
determined by the songwriter [or songwriting team). The 
songwriter also contributes one other major element, the lyrics.
The music and lyrics together provide the basis for the printed 
text of a song [sheet music). This text is the commonality between 
different versions of the same song and is the reason they sound 
similar,
This academic definition is generally supported in copyright law [although 
Burns' odd isolation of 'rhythm' is unusual in this respect, it being merely a 
manifestation of pitches over time). Musician Magazine'^^ provides the following 
advice, and also uses a sheet music metaphor, for band members wishing to define the
12 An abbreviation of 'vocal compositing’ -  the practice of compiling a vocal part from fragments (song  
sections, individual lines, words of even individual syllables) of different studio 'takes’ to create the 
illusion of a single, perfect vocal performance. Comping is one of many industry-standard studio 
practices that is rarely apparent in the finished audio recording.
13 Gary Burns, "A Typology of'Hooks’ in Popular Records," Popular Music 6, no. 1 (January 1987): 3.
14 Burns, "A Typology of 'Hooks’ in Popular Records," 3.
15 Rich Stim, "Rasslin’ Royalties - the Art, Business and Technology of Making Music," Musician Magazine, 
1998, http://www.bayofpigs.com /m usm agfeb98.htm l.
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songwriter's contribution, and defines a co-writer of music as one who contributes to 
melody and and harmony:
For songwriting purposes, 'music' generally refers to the melody, 
chord changes, and order of the parts [verse, chorus, bridge, etc.).
It does not usually refer to riffs, solos, and harmonies. Think of it 
in terms of sheet music: The song consists of the elements that are 
included on sheet music or tablature. Anyone who contributes 
substantially to these elements would be a co-writer.i^
Indeed, the industry term 'music publishing', with its semantic allusion to the 
printed page, still refers to legal protection of the rights in the song -  as opposed to 
those in the recording. In most of the developed world, songwriters receive royalties 
from music publishers, performers from record companies, although at the time of 
writing [2009-2014) these distinctions are becoming less clear due to the 
fragmentation of the recording industry, the prevalence o f '360°' deals [where a single 
company or individual owns all artistic Intellectual Property) and the tendency for 
some artist-songwriters to own their own master recordings. In my own experience as 
a songwriter and composer, 1 have a variety of contractual arrangements in place for 
different projects, including one where 1 co-own the publishing and the masters [the 
song and the recording).
And law alone is insufficient in differentiating text and recording, as 
McIntyre^'' asserts:
The very term 'song', once investigated, becomes problematic. 
When a precise and workable definition... is sought, this 
supposedly solid entity becomes slippery and abstract. Copyright 
law won't tell us precisely. The Anglo-American based popular 
music industry that depends on those copyright laws guards its 
rights tightly in relation to songwriting... Importantly, musicians 
who deal with songs every day usually work with an assumed but 
increasingly elastic definition.i^
15 Stim, "Rasslin' Royalties - the Art, Business and Technology of Making Music."
17 Phillip McIntyre, "The Domain of Songwriters: Towards Defining the Term 'Song,'" Perfect Beat: The 
Pacific Journal o f  Research into Contemporary Music and Popular Culture 5, no. 3 (2001): 100-111 .
18 McIntyre, "The Domain of Songwriters: Towards Defining the Term 'Song,'" 100-101 .
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McIntyre goes on to address the question of defining 'song' at some length, and 
discovers subtle tensions between lay audiences' perceptions, legal definitions, and 
commonly understood practices among musicians. The only clearly defined claim he 
makes [since it is common to all his collected evidence) is as follows:
Lyric and melody... are included in all definitions. These elements 
are then seen to take their place in the formal structure. It can also 
be asserted that versions of the song also consist of elements that 
do not essentially disturb that basic melody and lyric.i^
It is here, 1 contend, that we find a useful intellectual tool for separating 'a 
song' from 'a recording'. A song can be defined as 'that which has a melody and a 
lyric'2o and 'that which can be transferred to another performer or recording and still 
be recognisable' or in music industry parlance 'if you can do a cover version of it, it's a 
song'. 1 am also defining song literally, as 'that which is sung', meaning that the study 
excludes instrumental popular music and primarily instrumental dance music 
featuring vocal samples and rap.
Although the 'cover version' definition of song is commonly understood by 
songwriters and musicians, and supported by US/UK and European copyright law, 
McIntyre suggests that production elements could also be incorporated into the 
definition due to the increasingly important role they play in the listener experience.
An explanation for this shift away from the perception of the 
fundamental elements of a song as lyric and melody, to a broader 
idea of the constituents of a song encompassing all of the aspects 
of a recorded work, can be seen in the corresponding demise of 
the sheet music industry and the rise of the recording industry .21
The events McIntyre describes do not correlate historically, at least when 
viewed in the context of the development of song copyright. Sheet music's market 
dominance ended many decades before copyright case law started to question
19 McIntyre, "The Domain of Songwriters: Towards Defining the Term 'Song.'"
20 I deliberately omit 'and harmony’ here in order to include a capella work, of which there are a small 
number of examples in popular music [e.g. Suzanne Vega's 1987 recording of'Tom's Diner'). An a 
capella song is undoubtedly a song, although it is arguable that underlying harmony is implied in even  
unaccompanied diatonic or modal melodies.
21 McIntyre, "The Domain of Songwriters: Towards Defining the Term 'Song.”', p.7
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whether a lyric-melody-harmony definition of song was sufficient to protect it (from 
plagiarism). The ‘sheet music industry' was more dominant than the recorded music 
industry for the first half of the twentieth century, and 1 suggest that the comparative 
'rise of the recording industry' began sometime in the late 1950s. Martin Lindsay, 
writing in 1955, speculated whether songwriters' income from recorded music would 
ever be greater than that from sheet musici^z his prediction came to pass almost 
immediately with the rise of rock 'n' roll. But even today, with the recorded object 
enjoying a half-century of dominance over the notated one, the music industry still 
uses a 'sheet music' definition of the difference between the song (the copyright work) 
and the sound recording (the derivative work).23
McIntyre's holistic and inclusive definition of 'song' may be an accurate 
representation of listeners' and songwriters' perceptions but it is, unfortunately, not 
supported by copyright law and music industry administrative practice. In record 
company-owned master recordings and writer- or publisher-owned songs, we have a 
(fairly) clear legal distinction that separates song from performance and track. 
McIntyre, despite providing an unprecedentedly thorough discussion of this issue, 
inserts a subtle but fundamental non-sequitur by equating the rise of the recording 
with the death of publishing and using this to explain the shift toward a more track- 
based understanding of the term 'song'. In practice, songwriters, music fans and music 
lawyers all share enough common understanding of the difference between 'song' and 
'recording' for there to be a clear distinction, at least for my methodological purposes. 
However, as my case studies will show, this distinction is frequently blurred in 
songwriting teams' creative practice.
It is self-evident, or perhaps a tautology, that an audio recording of a song 
carries cultural meaning for the listener, but to what extent does the listener infer 
meaning (from the track) that was not created by the songwriter? To borrow from
22 Martin Lindsay, Songwriting, Teach Yourself. [London: English Universities Press Ltd, 1955).
23 Joanna Demers, Steal This Music -  How Intellectual Property Law Affects Musical Creativity [Athens, 
GA: University of Georgia Press, 2006), 39.
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Allan Moore's terminology, to what extent is a cover version one of the 'means by 
which songs can m e a n '? 2 4  To provide an objective/measurable example of the way 
'performance' can create listener inferences 1 devised the following simple listening 
experiment, conducted using an online p o l l .  25 Participants were asked to select 
randomly one of two unidentified recordings 'Song A' and 'Song B' and listen to only 
one of them. 'Song A' was revealed to be Carole King's 1970 recording of the 
Goffin/King composition 'Will You Still Love Me Tomorrow?' and 'Song B' was the 
Shirelles' recording of the same song from 1960. Importantly, both recordings have 
the same melody and lyric as each other, with near-identical harmony, but are 
performed in different styles ('singer-songwriter' and '1960s girl band' respectively) 
and at different tempi. Listeners were asked to speculate about inferred/imagined 
events -  that is, to provide information about the characters and story that is not 
provided in the lyric. They were provided with six questions with multiple-choice 
answers:
• What do you imagine is the approximate age of the main 
character?
What time of night do you imagine when you hear the song?
Is the main character gay or straight?
Where do you think the story is set?
Do the characters sleep together?
How does the story end?26
There were 138 respondents -  86 randomly chose Song A [King's version) and 
52 opted for Song B [The Shirelles'). The aggregated/average answers to each 
question were measurably statistically different in each case. The averaged inferred 
age for the Shirelles' protagonist was 22; the King respondents made the narrator 
older, at 27; notably but perhaps unsurprisingly, both averages are close to the 
respective singers' actual ages at the time of the recording -  The Shirelles' Doris Coley
24 Moore, Song Means, 3.
25 Joe Bennett, "Love Song Survey," Surveymonkey Web Poll, September 2013, 
http://ww w.surveym onkey.com /s/loveson gsurvey .
26 There is no correct answer to any of these questions -  these facts are not revealed in the lyric. Any 
answers given by listeners must, by definition, be imaginary inferences based on non-lyric content. 
The songs being the same in both cases, any differences in the answers must therefore represent 
differences in meaning encoded in the track and/or the performance.
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was 18; Carole King was 28. The average imagined time of night was slightly earlier 
for the Shirelles (10pm) than for King (11pm). Almost 99% of respondents (all except 
one) assumed the character was heterosexual, which statistically correlates 
approximately with the 21®t century LGBT demographic population at large. Most 
respondents for both songs assumed that the song's events took place at the 
protagonist's home, but the Shirelles song made a significant number of listeners 
(28%) think of a social situation such as a pub or club (9% for the King version). The 
biggest statistical difference was for the question 'do the characters sleep together?' -  
95% of the King group said yes, but only 70% for the Shirelles g r o u p .2 7  41% of 
listeners (who expressed an opinion) believed that Carole King's character's 
relationship ended the following morning, but only 30% of the Shirelles respondents 
imagined that the protagonist was left lonely after the evening's romantic encounter.
The survey results demonstrate the obvious truism that recordings carry 
meaning (in this case narrative meaning) beyond that which is encoded by the 
songwriter. We can make educated guesses as to the triggers; King's 'smoky' voice 
could be thought of as more 'late night' sounding; the implied high-school innocence 
(and performer's age) in Coley's vocal could make some listeners infer that it is less 
sexual than King's world-weary vulnerability implies; King's languid tempo (79BPM) 
and understated middle-register 'hymnal' piano chords may imply a more mournful 
interpretation (and broken-hearted outcome) than the Shirelles' lively 138BPM with 
its cheerful double-snare backbeat and trebly rhythm guitar. It is possible that 
listeners could be inferring many of these cultural meanings based on the way both 
recordings, particularly the Shirelles single, have been reused in popular culture since 
their original release in advertisements and films. But as Moore has argued, all 
listeners have an individual and personal cultural (and historical) context through 
which they receive meaning from songs. The experiment proves the point that the
27 The 'don’t know' category has been substracted and calculations made based only on those  
respondents who expressed an opinion. The full results of this survey (and the raw data) can be 
accessed via joebennett.net/phd.
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songwriter plays only a partial role in constructing meaning for the listener, and 
therefore my intended separation of 'song' and 'track' for observational purposes will 
need to be flexible enough to accommodate cases where the songwriter/s contribute 
materially to the performance as well as the song.
1.2. Artefacts of study -  process, recording and stave
As my goal is to investigate the creative process itself, my first question should 
be not 'how shall 1 study?' but 'what objects should be studied'? Popular music is not 
usually stave-notated as a requisite of its production process, and this presents a 
problem not only for observational purposes, but also for popular musicology 
generally. Tagg identifies some of the difficulties 'traditional' musicology's harmonic 
and score-based perspective has had in applying analysis to pop songs and recordings.
... in seats of musical learning ... the non-notatable parameters of 
musical expression are somehow of secondary importance. It is as 
if the moving coil microphone, electrically amplified instruments, 
multi-channel recording, studio sound treatment, sequencing, 
digital sampling and the change of musical commodity from score 
to recording had never taken place nor in any way contributed to 
any change in the way music's expressive potential is realised. 28
It is possible -  even easy -  to notate a pop song using clef-based score 
transcriptions; indeed, this activity accounts for a proportion of my own professional 
b a c k g r o u n d 2 9 .  But this is a reductive form of 'reverse engineering' that (unlike an 
orchestral score) effectively removes a large proportion of the musical information as 
received by the listener e.g. instrumental timbre, effects processing, vocal 
performance, mix-wide dynamics, and some aspects of instrumental articulation. 
Transcription from recordings is not a product of popular music-making -  it is simply
28 Philip Tagg, Everyday Tonality (New York & Montréal: Mass Media Scholars’ Press (via tagg.org], 
2009), 166. Tagg’s comments focus mainly on production; other recent scholarship identifies other 
'non-notatable' parameters, for example Anne Danielsen's work on micro-timing e.g. Anne Danielsen, 
"The Sound of Crossover: Micro-Rhythm and Sonic Pleasure in Michael Jackson's "Don't Stop 'Til You 
Get Enough"," Popular Music and Society 35, no. 2 (May 2012): 151-68 , 
doi:10.1080/03Q 07766.2011.616298
29 During 1994-98 I was the Music Editor for Total Guitar magazine; duties included transcription of 
guitar and vocal performances using only the recording as a source.
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another form of documentation, akin to transcribing a verbal interview; it provides 
convenience on the printed page [for analyses that are methodologically limited to 
print or other text-based media), but at best only supplies a partial record of the 
listener's experience, and perhaps no evidence at all of the creator's process. A 
transcription occurs after the created audio object is complete, so may, perversely, 
notate elements that are not part of the song -  for example, a transcription of the Jimi 
Hendrix guitar part from 'Hey Joe' will include elements not intended by the song's 
composer Billy Roberts, illustrating further the difficulties inherent in the what-is-a- 
song debate.
The analysis of visually mediated transcriptions creates analytical difficulties 
even when discussing the recording itself, as Paul Clarke 3o suggests:
...the aural artefact of rock song on record is valued [by some 
scholars] only to the extent that it can be reduced to the form of a 
visual artefact -  a page poem or a musical score. In the classical 
tradition in which music is worked out as a written blueprint, or in 
literature in which language is set upon the page as prose or 
poetry, this may be an acceptable mode of analysis. Songs made in 
the studio, however, should be understood as considered aural 
compositions in which sounds are performed, recorded, treated 
and combined together often with no necessity for any kind of 
visual mediation whatsoever.
The score vs. recording debate is an important one that has been well explored 
in recent years in popular musicology. Although my objective is to study the song 
[which lends itself better to visual mediation than the recorded object), it does not 
necessarily follow that a transcription will provide useful insight into the processes 
that created it.
One other difficulty of applying score-based analysis to a finished recording 
comes not from the sonic limitations of stave notation, but from the ingrained 
academic practice of musicology scholars: it is an historical disinclination to discuss 
thematic lyric content. Recent scholarly work that deals with lyrics' effects has
30 Paul Clarke, "‘A Magic Science’: Rock Music as a Recording Art," Popular Music 3 (1983): 202, 
doi:10.1017/S0261143000001628.
31 Clarke, '"A Magic Science': Rock Music as a Recording Art," 202.
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occasionally focused on technical aspects such as rhyme, scansion and formez or 
literary qualities and biographical context.33 Both approaches may aim to extrapolate 
the songwriter's authorial intent [indeed. Mills makes some attempts to do so by 
triangulating his own analysis with literary comparisons, biography and interviews 
with his subject -  Van Morrison) but they must rely heavily on inference, and may be 
unsuitable for analysis of more simplistic, less 'literary' lyrics i.e. the majority of 
popular songs. The manufacture of apparent lyric simplicity is an essential [and 
arguably inauthentic) creative act practised by songwriters; songwriting teacher 
Sheila Davis^^ suggests that "the majority of popular songs express one moment's 
feeling... A song's identifiable idea should, of course, strike a common chord -  be 
understood by all". The process of creating lyrics, then, is of interest to this study, but 1 
aim to avoid making judgements regarding the value of one lyric compared to another, 
and particularly to make no distinction between the apparently sophisticated and the 
apparently banal in terms of subject matter or linguistic complexity.
Hennion 35 describes the "simplification of the emotional complexities of the 
real world, of which lyric writing plays a substantial part, as necessary for the pop 
production process: in the studio... the world as a whole is excluded and then 
reconstructed locally." Helpfully, he suggests that there is a relationship between 
simplicity, creativity and commercial consumption that may be useful, and that a 
critical analysis [and implicitly score-based) analytical approach might actually be a 
methodological hindrance to the study of creative processes. Researchers may 
themselves become trapped, Hennion speculates, into intellectualising the contrived 
authenticity of the fictional soundworld created by the popular music production 
process.
32 Dai Griffiths, "From Lyric to Anti-Lyric: Analysing the Words in Pop Song," in Analysing Popular Music, 
ed. Allan F Moore (Cambridge: Cambridge University Press, 2003), 39.
33 P Mills, "Into the Mystic: The Aural Poetry of Van Morrison," Popular Music 13, no. 1 (1994): 91 -1 0 3 .
34 Sheila Davis, The Craft o f  Lyric Writing. Cincinnati, Ohio: Writer’s Digest Books, 1985 ,11 .
35 Antoine Hennion, "An Intermediary betw een Production and Consumption: The Producer of Popular 
Music," Science, Technology, & Human Values 14, no. 4 (Autumn 1989): 400 -424 .
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By simplifying the world, it also simplifies the task of those who 
seek to understand creativity. This latter is only radically 
unthinkable (and thus either denied and referred to reproduction 
or made transcendent and referred to something inexpressible 
and superior) when the analysis itself is caught between the 
worlds constructed by the actors. If analysts merely reinforce with 
intellectual constructions what the actors have assembled, then 
they are always behind them.^^
The mythical and manufactured nature of authenticity in popular music has 
been extensively discussed in popular music s c h o l a r s h i p .^ ^  There is an inconsistent 
correlation between the popularity of artists and the academic column inches 
generated by them; those with 'authentic' personas tend to receive more coverage 
than those that are perceived to be inauthentic. To illustrate, let us look at the 
academic journal Popular Music, published since 1981 and now the leading 
international publication in its field. 1 tested this 'authenticity bias' using a text string 
search for the terms "Sex Pistols", "Carpenters" and "Osmonds", three well-known 
artists who were active during the 1970s; the search returned the number of academic 
articles (1981-2013) that mentioned these artists. The size of the artist's discography 
was compared to the number of articles (Figure 1 below). The Osmonds released 13 
studio albums and 31 singles (1 article); The Carpenters 12 studio albums and 34 
singles (16 articles); The Sex Pistols 1 studio album and 10 singles (85 articles). All of 
these artists wrote their own songs and had substantial creative control over their 
outputs (that is, they were arguably 'authentic' in the creative sense); all were 
culturally and musically significant in some way and, therefore, potentially of interest 
to scholars. And yet the Sex Pistols, with modest commercial success and a 
comparatively short career, are mentioned in five times as many academic articles 
(85) as the other two artists combined (17). Perhaps there are defensible arguments
36 Hennion, "An Intermediary betw een Production and Consumption: The Producer of Popular Music," 
415.
37 The view  that authenticity in popular music is a myth is w idely accepted -  see H Barker and Yuval 
Taylor, The Quest fo r  Authenticity in Popular Music (London: Faber and Faber, 2007]; Allan Moore, 
"Authenticity as Authentication," Popular Music 21, no. 02 (June 2002); Lori Burns and Alyssa W oods, 
"Authenticity, Appropriation, Signification," Music Theory Online 10, no. 2 (2004); Emily I Dolan, "'... 
This Little Ukulele Tells the Truth’: Indie Pop and Kitsch Authenticity," Popular Music 29, no. 03 
(October 2010): 457-469 .
38 Cambridge University Press (Journals) EISSN: 1474-0095 (1981-)
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for undertaking more research into the Sex Pistols than the Osmonds or Carpenters, 
but if such arguments exist they are not supported by the size of the artists' catalogues 
or their career length. Simon Frith, in his 2013 keynote for the International 
Association for the Study of Popular Music conference, observed that there has never 
been an academic conference dedicated to Andrew Lloyd Webber, whom he described 
as one of the most significant figures in late 20^  ^ century popular music-making. A 
questioner from the floor asked what value there would be in such a conference [there 
were knowing titters in some parts of the room], and Frith defended the proposition 
on the grounds that the popularity and economic/cultural significance of Lloyd- 
Webber's work made him an interesting potential research subject.39
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Figure 1 - Numbers of albums, singles and academic articles for three 
1970s artists
Hennion's fear -  that 'analysts [may] merely reinforce with intellectual 
constructions what the actors have assembled' -  represents a very real risk to my 
intended study of songwriters' creativity. Academic researchers [including me] are 
clearly no more immunised against the manipulative powers of popular music's 
contrived authenticity than any other consumer. Methodologies must, as far as 
possible, avoid being influenced by the researcher's own consumer tastes, and must 
not make any assumptions about the authenticity of a particular songwriter and
39 Frith, Simon. "lASPM 2013 Keynote: Prof Simon Frith,”/oe  Bennett blog, accessed October 5, 2013, 
http://joebennett.net/2013/06/24/iaspm -2013-keynote-prof-sim on-frith /.
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especially not their processes. When scrutinised, the hypothesis that one songwriting 
process can be more 'authentic' than another is questionable, not least because there 
is no way to measure comparative authenticity. Some songwriting sessions create 
songs that affect listeners: other sessions do not. Authenticity, or the intention to 
represent it, may be partly constructed during the songwriting process, and it is this 
that makes it relevant to the study of creativity in songwriters; it will be therefore be 
discussed in this thesis only inasmuch as it affects observable songwriting behaviour.
1 suggest, then, that analysing the outcome of the songwriting process, 
whether documented in its final form as an audio recording or visually mediated 
through stave-based transcription, may tell us little about the creative methods it 
employs. So we are left with two options: to investigate the song through studio 
production's 'performance' stage, or to attempt to observe and document the creation 
at its earlier 'song' stage. Before we move inevitably and temptingly to the latter 
conclusion, it is worth considering the benefits of observation of studio production. By 
necessity, songwriters must communicate their ideas to other creative practitioners 
further along the production chain, such as performers, arrangers, engineers, and 
programmers; this very communication will have some manifestation that 
hypothetically could be observed. Examples of these manifestations include, ironically, 
a notated score; it was common practice for the songwriters of the first half of the 20^ 
century literally to 'publish' their songs for them to be recorded by others. The print 
copy originally rendered the presence of the non-performing songwriter in the studio 
redundant, clearly separating the song and performance stages. This method is still in 
use today, albeit with simpler forms of notation, including the guitarist-friendly chord 
chart and the simple lyrics sheet. But these simplified 'scores' are used for very 
specific production tasks -  respectively, to brief a session band and to remind a singer 
of the lyrics during a vocal take. They are not meant to communicate the entire work, 
as an orchestral score does so thoroughly when combined with performance practice 
traditions; no score can ever achieve this fully for a popular song.
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Since the mid 20* century it has been common practice for songwriters -  both 
non-performing songwriters and songwriter-artists -  to 'demo' the work prior to 
undertaking the full recording. This was, and to some extent remains, commercially 
expedient -  it is cheaper to do a rough recording to demonstrate the song's core 
elements in aural form, and then spend more time and money working on the final 
version once the song has been approved by those with creative veto [bandmates, co­
writers, non-songwriting artists or producers). Not all artists work exclusively in this 
way: the Beatles had access to unlimited studio time while recording Sergeant 
so effectively could use the studio as an infinite demo, recording and 
songwriting resource^i, but even late in their recording career they often chose to 
make pre-studio demos.
Non-performing songwriters, writing for non-songwriting artists, have 
historically used one of three routes to communicate their work to others -  a low-key 
live performance [e.g. in a music publisher's office, rehearsal room or studio), a 
printed stave, or an audio demo. The lack of permanence or transferability of live 
performance combined with the frequently notation-free world of song production 
has, by default, made the audio demo the communication format of choice for most 
contemporary songwriters.
Unfortunately, 'demo' and 'track' are not easily separated. The availability of 
cheap home recording technology that began in the 1980s heralded the development 
of the now-ubiquitous 'project studio' whereby the songwriter/artist could self- 
manage the recording p r o c e s s . ,4 2 - 4 s  i n  1999 this phenomenon had its first globally-
40 Olivier Julien, S g t Pepper and the Beatles: It Was Forty Years Ago Today. Farnham, UK: Ashgate, 2008, 
4.
41 Richie Unterberger, The Unreleased Beatles: Music & Film. Winona, MN: Hal Leonard Pub., 2006.
42 Paul Théberge, Any Sound You Can Imagine: Making Music/Consuming Technology (Hanover, NH: 
W esleyan University Press: University Press of New England, 1997].
43 Samantha Bennett, "Revisiting the 'Double Production Industry': Equipment Manufacturing, 
Consumption and the Music Technology Press in the Late 2000s" (presented at the Music, Law & 
Business - Biennial Conference of lASPM, Helsinki, Iceland, 2010],
http://www.academia.edu/1517580/Revisiting_the_Double_Production_Industry_Equipment_Manuf
acturing_Consumption_and_the_Music_Technology_Press_in_the_Late_2000s.
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successful exemplar in the form of Moby's multi-platinum album Play,^^ described by 
the artist as "the most successful bedroom record ever''.^^ The self-evident fact that 
project studios could be used to create commercially viable world-class work not only 
had negative implications for the large-scale recording studios, it also significantly 
increased the quality [and expectations of quality] of audio demos that could be 
provided by the songwriter to artists, bandmates and producers -  a home-made 
mirror, perhaps, of the Beatles' infinite studio time. This aspect of current practice, 
combined with certain studio activities that are themselves creative in songwriting 
terms, suggests that any observation of the creative process must at least in part 
investigate the practices of studio-dwelling songwriters and producers. The process of 
demoing a song creates an audio artefact that could in itself be studied as a step in the 
production process, but given the opportunity a modern home studio provides to 
make commercial-quality product, there will be cases where there might be very little 
creativity worth studying between demo and finished master recording: indeed, 
sometimes the former becomes the latter through additional production, and some 
songwriting teams may bypass the demo stage altogether.
1.3. Where is creativity?
Moore's definition of'song' is that it represents musical/literary content that is 
combined with a 'performance' to create a 'track'; implicitly, then, the song is an object 
that remains substantially unchanged when transferred to different performances and 
tracks in the form of a cover version. With this framework in place it may be helpful to 
ask some generic questions about what creative processes can be studied -  and 
unavoidably this leads us to a partly philosophical discussion of the nature of
44 Moby, P /qy.V 2,1999.
45 Moby, "Moby Talks Tour, Next Album" - ABC News, interview by Gary Graff, October 13 ,2000 , 
http://abcnews.go.com /Entertainm ent/story?id=114494& page=l.
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creativity itself. This is a well-explored area of psychology [e.g. and some of these
ideas form the theoretical framework for some existing composer [and even 
songwriter] recent observational methodologies -  notably Collinses and M c l n t y r e ; ^ ^  
the latter applies Csikszentmihalyi's models to songwriters both in interview-based 
primary research^o and discussion of classic songs.^i
Csikszentmihalyi claims that creativity is not a palpable phenomenon:
...all of the definitions of creativity of which I am aware assume 
that the phenomenon [of creativity] exists, as a concrete process 
open to investigation, either inside the person or in the works 
produced. After studying creativity for more than a quarter of a 
century, 1 have come to the reluctant conclusion that this is not the 
case.52
If we take this [perhaps mischievous] statement too literally we would be in 
danger of accepting the romantic 'myth of a u t h e n t i c i t y ' , 53 ,54,55 3 5  gleefully perpetuated 
in the music press and mainstream songwriter interviews for decades -  that 
songwriting comes from a magic place, untempered by craft or experience, and 
implicitly exhibiting no observable phenomena. This cultural mythology has been 
popularly applied to all creativity, and is often challenged by scholars:
Two widespread views -  1 call them the inspirational and the 
romantic -  assume that creativity, being humanity's crowning 
glory, is not to be sullied by the reductionist tentacles of scientific 
explanation. In its unintelligibility is its splendour.
These views ... are not theories, so much as myths: imaginative 
constructions, whose function is to express the values, assuage the
46 Mihaly Csikszentmihalyi, "Society, Culture, and Person: A Systems View of Creativity." In The Nature o f  
Creativity : Contemporary Psychological Perspectives, edited by Robert Sternberg, 325-339 .
Cambridge: Cambridge University Press, 1988.
47 R J Sternberg, "The Nature of Creativity," Creativity Research Journal 18, no. 1 [2006]: 87 -98 .
48 David Collins, "Real-Time Tracking of the Creative Music Composition Process," Digital Creativity 18, 
no. 4 [December 2007]: 239-256 , doi:10 .1080/14626260701743234.
49 Phillip McIntyre, "Creativity and Cultural Production: A Study of Contemporary W estern Popular 
Music Songwriting," Creativity Research Journal 20, no. 1 [2008]: 40 -  52.
50 McIntyre, "Creativity and Cultural Production: A Study of Contemporary Western Popular Music 
Songwriting."
51 Phillip McIntyre, "Paul McCartney and the Creation of'Yesterday': The Systems Model in Operation," 
Popular Music 25, no. 02 [May 2006]: 201, do i:10 .1017/S0261143006000936.
52 Csikszentmihalyi, "Society, Culture, and Person: A Systems View of Creativity," 325.
53 Allan Moore, "U2 and the Myth of Authenticity in Rock," Popular Musicology 3, no. 6 [1998].
54 Simon Frith [Ed], Music and Identity [London: Routledge, 2004], 35.
55 Rachel Forgasz, "The Myth of the Mysteriousness of the Creative Process," Australasian Drama Studies 
no. 58 [2011]: 41.
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fears, and endorse the practices of the community that celebrates 
them.56
Csikszentmihalyi goes on to acknowledge that creative phenomena exist, but 
places them in a systemic societal context. He describes three contributing 'forces' as 
part of his 'systems model of creativity':
...what we call creative is never the result of individual action 
alone; it is the product of three main shaping forces: a set of social 
institutions, or field, that selects from the variations produced by 
individuals that are worth preserving; a stable cultural domain 
that will preserve and transmit the selected new ideas or forms to 
the following generations; and finally the individual, who brings 
about some change to the domain, a change that the field will 
consider to be creative.^^
Applying Csikszentmihalyi's theoretical framework to the study of 
collaborative songwriting leads to a conclusion which, when applied to the 'reverse 
engineering' problem in popular musicology, supports my previous dismissal of an 
exclusively critical-analysis-based methodology:
... the question 'where is creativity?' cannot be answered solely 
with reference to the person and the person's work.58
I do not intend to discount critical analysis completely; the finished recording 
of a song remains the ultimate manifestation of the surviving creative ideas, but by 
this definition it retains only a small number of the ideas actually generated, and in the 
case of audio recordings, includes a large amount of creative endeavour that may not 
necessarily be that of the songwriter/s. Creative processes usually generate a 
significant amount of discarded material, and therefore any study of creativity must 
investigate the mechanisms by which creators subtract unsuccessful ideas.
My theoretical framework draws from Csikszentmihalyi's Systems Model, as 
applied to songwriters by McIntyre, 9^ who theoretically pre-empts my proposed 
testing of the model.
56 Margaret Boden, The Creative Mind : Myths and Mechanisms, 2nd ed. London: Routledge, 2 0 04 ,14 .
57 Csikszentmihalyi, "Society, Culture, and Person: A Systems View of Creativity," 325-6 .
58 Csikszentmihalyi, "Society, Culture, and Person: A Systems View of Creativity," 325.
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...a researcher could take the notion that creativity is a property of 
a system in operation, as a generalisation or a theoretical 
proposition about creativity, a proposition that is informed by a 
particular set of rationalist ontological and epistemological 
assumptions, and take the model that arises from the ... systems 
m odel... and test it^o
Csikszentmihalyi's systems model of field, domain and individual is 
conceptually simple enough, and it maps easily to songwriting; for 'individual' read 
songwriter/s, for 'domain' read extant repertoire.^: Defining 'field' is slightly more 
challenging given the sales-based metrics of popular music. Is the field the free 
market, other songwriters, or the music press? Csikszentmihalyi would perhaps argue 
that music journalism is the most demonstrable example of a 'field of experts' but in 
practice I suggest that music consumers are more representative of a field in terms of 
their ability to affect creative practice. Songwriters refer more often to their musical 
influences than their reviews, and are likely to be more familiar with [and therefore 
more influenced by] songs that have been commercially successful than songs that 
were less so.
There is another difficulty in Csikszentmihalyi's fundamental premise as 
applied to songwriting. He defines Creativity thus:
We have seen that creativity with a capital C, the kind that changes 
some aspect of the culture, is never only in the mind of a person. 
That would by definition not be a case of cultural creativity. To 
have any effect, the idea must be couched in terms that are 
understandable to others, it must pass muster with the experts in 
the field, and finally it must be included in the cultural domain to 
which it belongs.62
59 McIntyre, "Creativity and Cultural Production; A Study of Contemporary W estern Popular Music 
Songwriting."
60 Phillip McIntyre, "Creative Practice as Research: 'Testing Out’the Systems Model of Creativity through 
Practitioner Based Enquiry.," in Speculation and Innovation : Applying Practice Led Research in the 
Creative Industries [presented at the Speculation & Innovation [SPIN] Conference, Brisbane, Qld, 
2006], 3.
61 Moore, Song Means. Moore and others have addressed the challenge of canonicity in the study of 
popular music, and 1 do not intend to attempt to identify a canon of popular music by any other means 
than historical [album and singles chart] sales.
62 Mihaly Csikszentmihalyi, Creativity: Flow and the Psychology o f  Discovery and Invention. New York: 
HarperCollins, 1996.
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By this definition, an idea is only [capital C] Creative if it memetically survives 
to the next generation. This narrows the definition of creativity enormously, although 
it makes Csikszentmihalyi's theory easier to apply, implicitly allied as it is to cultural 
Darwinism. We know that most classic popular songs have achieved equivalent 
commercial success, but by this fan-as-field definition perhaps only 'hits' are truly 
creative. Needless to say, given the unreleased nature of some of the material in this 
study [and the significant number of unsuccessful songs created by all songwriters], 
narrowing our definition of songwriting so that it becomes exclusively hit-writing 
would be potentially damaging to our evidence base. All of my primary and secondary 
interview sources support the contention that every songwriter has, at some point, 
written what he or she considers to be unsuccessful material, whether defined in 
economic, cultural or artistic terms. To minimise the effect of this problem on my 
findings I have chosen to study only those songwriters who have some history of 
writing royalty-generating m a t e r ia l .6 3
1.4. Why study collaboration -  and why co-write?
My proposed methodology focuses almost exclusively on collaborative 
songwriting. There are three reasons for this. First, there is a practical need to limit 
the scale of this individual research study to a particular area of creative practice 
centred on a small number of case studies. Secondly, as a musician and songwriter I 
have some experience of the decision-making processes involved in creating music, so 
there would be some benefit to the project in experiencing these personally through 
auto-ethnography rather than mediated by interview or third-party observation [as 
almost all previous studies have been]. Thirdly, collaborations provide evidence 
through process: by necessity, creative ideas must be communicated to the other 
collaborator, thus becoming manifest in the physical world in some musical or verbal
63 Autobiographical note -  this also applies to the auto-ethnographic work, as 1 am personally a mem ber 
of PRS for Music and receive royalties and other payments for my songs and compositions.
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form -  and therefore becoming observable. This has the added benefit of limiting any 
potential pollution of the creative process due to the observation effect.
Personal involvement in the songwriting study, whilst providing the benefit of 
first-hand experience of process, does prevent any application of a scientific method 
i.e. the exact results of the study cannot be easily reproducible by others. However, 
this could be said of all research relating to composition, or perhaps all qualitative arts 
and humanities research undertaken by an individual. Further, studies of composition 
processes that appear to use quantitative data (e.g. the musical lab experiments of 
Jeanne Bamberger^^] do not successfully eliminate all variables, particularly the 
lifelong musical learning of composer-participants. Bamberger's 2003 study, which 
observed the ordering of controlled fragments of melody with two composer- 
participants, took great pains to eliminate musical variables across subjects and tests, 
subtracting timbre, form, ergonomic instrument habits, harmony, polyphony and 
instrumentation. I suggest that in attempting to isolate one musical element (form in 
melody] Bamberger's methods were so reductive as to divert the composition process 
unrecognisably from compositional creativity; and even with these restrictions, 
Bamberger's monophonic study almost entirely discounted harmonic inference's, go 
given my argument that no study of composers or songwriters could ever be fully 
quantifiable or exactly reproducible, I propose a partly auto-ethnographic method, 
whereby personal co-writes can be compared with interviews with existing 
songwriters.
1.5. Approaches to methodology
Sloboda identifies several of the difficulties associated with studying creativity 
in composers, discounting critical analysis (what I call the 'reverse engineering' 
approach] as being "concerned more with the musical relationships evident in the
64 Jeanne Bamberger, "The Development of Intuitive Musical Understanding: A Natural Experiment," 
Psychology o f  Music 31, no. 1 (January 2003J: 7 -36 , doi:10.11 .77 /0305735603031001321 .
65 N D Cook, "Harmony Perception: Harmoniousness is more than the Sum of Interval Consonance," 
Music Perception 27, no. 1 (2009J: 40.
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finished product than with the moment-to-moment psychological history of the 
genesis of a theme or p a s s a g e " .^ ^
He identifies four possible methodologies -  examination of manuscript; 
general and retrospective interviews with composers; 'live' observation of composers; 
and observation of improvisatory performance. I discount the first, given the 
previously-discussed challenges of notation/transcription and songwriters' relative 
disinterest in it, and the last, given that songwriting is not pure improvisation -  
although any 'live' observation may document an element of composition-by- 
improvisation. This leaves us with two possible routes: the interview and the 
observed songwriting session.
Interviews with songwriters abound in the music press, and although they 
may be limited in depth and technical detail, they do provide virtually limitless genre 
breadth, covering almost all significant popular songwriters in the last century or 
more. Zollo's Songwriters on Songwriting provides an invaluable resource here, and 
although its approach is more journalistic than systematic, it remains the most in- 
depth single volume that discusses the technical and creative processes songwriters 
u n d e r t a k e .6 7  Other recent related developments in the UK include the BBC's Sold On 
Song broadcast/website p r o j e c t ^ s  and Sky Arts/PRS For Music TV series Songbookf^ 
These, and many similar interview-based resources, were useful to the study because 
they share the common songwriter interview question 'where do you get your 
inspiration?' This question and its variants, while generating many a banal or 
romanticised answer from some self-mythologising artists, remains a cornerstone of 
my research.
66 John Sloboda, The Musical Mind : The Cognitive Psychology o f  Music. Oxford: Clarendon Press: Oxford 
University Press, 1985 ,102 .
67 p Zollo, Songwriters on Songwriting. Cambridge, MA: Da Capo Press, 1997.
68 BBC, "BBC - Radio 2 - Sold on Song - Songwriting Guides - Working with Other Writers," Sold On Song 
Working with Other Writers, 2004, http://w w w .bbc.co.uk/radio2/soldonsong/guide/people.shtm l.
69 Jeremy Hewson, "Songbook: The Feeling," The Feeling - Dan Gillespie. UK: Sky Arts HD, March 12, 
2009.
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Although there are many published journalistic interviews with most of the 
20* century's most successful songwriting collaborators [including 
Lennon/McCartney, U2, John/Taupin, Gershwin/Gershwin), few of these documents 
provide the level of detail achieved by Zollo, although he himself does manage to 
interview two significant pairs [Bacharach/David and Fagen/Becker). Carter 
extracts some impressively specific retrospective information from collaborators 
about the way particular hits were written, but these are limited to a short discussion 
of a few individual songs.
Frustratingly, given its potential status as a primary source, the artist- 
songwriter interview has its limitations as evidence of the creative process. There is a 
particular kind of partnership -  very prevalent now in the UK and US music industry -  
that is noticeably under-represented, or even concealed, in the music press. I call this 
the 'Svengali' model, as used in the early 21st century by pop artists such as James 
Morrison, Avril Lavigne, Pink, Lily Allen, Take That, Beyoncé and James Blunt. In this 
model, the artist is marketed as a songwriter, but the actual practical task of writing 
the song includes one or more back-room professionals. The artists still have their 
authenticity to sell, of course, and thus have a vested interest in publicly diminishing 
the role of the Other.^i
The following 2009 interview with James Blunt, discussing his platinum- 
selling hit 'You're Beautiful', is a typical example. Blunt does acknowledge the 
presence of song craft in his more experienced co-writers, but foregrounds the 
simplistic emotional lyric sentiment of the song as of more value; note his arguably 
dismissive use of the terms 'finished the song off and 'tied up':
It's the spark of the idea that is necessary to make any great song... 
beyond that is the knowledge of how to craft it into a well-rounded 
song, and that took me many years to understand.
70 W alter Carter, Writing Together: The Songwriter's Guide to Collaboration. London: Omnibus, 1990. 
Throughout this study I shall use the capitalised term Other to describe the co-writer, as a convenient 
^ o r th a n d  for 'the songwriting collaborator who is not oneself.
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I saw an ex-girlfriend with her new man... and went back home 
and wrote the words [to 'You're Beautiful'] in under the time that I 
can perform the song -  it came really fast. [...] I then finished the 
song off with a friend of mine called Sacha Skarbek... he was, for 
me, a great educator in how songs should be tied up. And it took us 
all of an hour and a half maybe to tie those loose ends up. It was 
one of those songs that came from a spark, a really true emotion, 
and writing the lyrics took me all of a minute and a half.22
Significantly, Blunt implies by this that only one other co-writer 'finished' the 
song; in fact, 'You're Beautiful' was co-written [presumably in multiple separate 
sessions) with Skarbek and Amanda Ghost, as the album credits clearly state .23 Both of 
these individuals were experienced co-writers; Skarbek had co-written with Neneh 
Cherry, Samantha Mumba, Jason Mraz, Beverley Knight, and, since, Adele and Dufly; 
Ghost's credits include Beyoncé, Boy George and The Prodigy. We can only guess at 
Blunt's reasons for omitting Ghost from his description of the song's creation, but such 
revisionist authorship claims are not uncommon among songwriting partnerships, 
especially when the song is successful; the old music industry adage 'where there's a 
hit, there's a writ' is apt in these cases, as summarised by music industry laywer 
Andrew Sharland:
The interaction between creative people, entrepreneurial people, 
large sums of money and detailed contracts creates an area where 
there are bound to be d i s p u t e s .24
In 2006, one of Blunt's [alleged) collaborators, producer Lukas Burton, 
disputed the lack of co-writing credits he was afforded^:. Although Blunt later took 
legal actionné. Burton's original claim had enough apparent merit to persuade the 
Performing Right Society to suspend royalty payments to Blunt in 2006. Burton had
72 Jeremy Hewson, "Songbook: James Blunt," Songbook: James Blunt. UK: Sky Arts HD, March 1 2 ,2009 , 
http://w w w .skyarts.co.uk/m uslc/article/songbook.
73 James Blunt, Back To Bedlam, CD. Atlantic, 2005. Available via joebennett.net/phd.
74 Louise Jury, "Where There’s a Hit, There’s a Writ - Life & Style - The Independent,’’ The Independent on 
Sunday, March 7 ,1999 , http://w w w .independent.co.uk/life-style/w here-theres-a-hit-theres-a-writ- 
1079025.htm l.
75 Anthony Barnes, "James Blunt Goes to War with His Mentor over Royalties - News, Music - The 
Independent,’’ The Independent on Sunday, March 19 ,2006 , http://w w w .independent.co.uk/arts- 
entertainm ent/m usic/news/jam es-blunt-goes-to-war-with-his-m entor-over-royalties-470496.htm l.
76 Gordon Smart, "Now Blunt Goes back to War | The Sun |Showbiz|Bizarre,’’ The Sun, July 17 ,2007 , 
http://w w w .thesun.co.uk/sol/hom epage/show biz/b izarre/article246437.ece.
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earlier described Blunt's early songwriting skills as musically limited and implicitly in 
need of'professional' help:
His stuff was crude, occasionally laughably direct, and betrayed his 
relative lack of musicianship or discernible influence - it sounds 
unlikely but I think he genuinely hadn't even heard of some people 
like Neil Young and Joni Mitchell let alone taken any of their music 
on board [a fact about which he was at least open and a f f a b l e ) 7 7
The mainstream media, sharing the artist's vested interest in the 
romanticisation of creativity, may collude in the concealment of the Other. At the time 
of the Blunt/Burton dispute, UK newspaper The Sun took a typically tabloid (and 
factually inaccurate^s) position (my emphasis):
I really feel for James on this one. Since he hit the big time, 
everyone has been trying to get a piece of his pie and now a huge 
chunk of his royalties are being held back. I have had a good listen 
to James's eagerly awaited second album. All the Lost Souls, which 
comes out at the end of September. And it's very clear to me that 
James is more than capable of writing smash hits all on his ownP'^
Even Billboard magazine, a publication aimed mainly at music industry 
insiders, also ignored the role of Skarbek and Ghost in 'You're Beautiful', incorrectly 
implying in 2007 that Blunt was a solo songwriter whose self-written songs led to 
collaborations with others after the success of the breakthrough single.^o
Blunt's backgrounding of the Other, regardless of motive, is standard practice 
for many artists who co-write. Singer-songwriter Jenn Bostic was interviewed in 2012 
about her then-current single 'Jealous of the Angels'. According to the song's credits, it 
was written in collaboration with Zach Runquist and Jimmy Fortune,^: but as the 
subject matter of the lyric (and the attendant press story surrounding the single's 
release) refers to the death of Bostic's father, inevitably the TV interview focuses on
77 Barnes, "James Blunt Goes to War witJi His Mentor over Royalties - News, Music - The Independent."
78 Of the six official singles that w ere taken from the normal and deluxe versions of the All the Lost Souls 
album, tw o w ere written exclusively by Blunt.
79 Smart, "Now Blunt Goes back to War | The Sun |Showbiz]Bizarre.”
80 Michael Paoletta and Lars Brandie, "Beautiful and the Beat", Billboard 119, no. 29 July 2 1 ,2007 . 2 6 -  
29.
81 Runquist and Fortune w ere both contemporaneous professional songwriters based in Nashville.
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the personal thematic content. In a 2012 interview, Bostic's accurate use of the word 
'we' to describe the songwriting team is implicitly contradicted by the protestations of 
authenticity in the final two sentences.
[My dad died in a car crash when I was ten]. I still remember that 
day, when we got home from the hospital, and I started playing 
piano and it felt like he was still with me. And that's the connection 
I still get to have with him whenever I play music. He was a great 
songwriter and taught me a lot that I know about music. [...] It's 
been really beautiful to see the reaction and see how people have 
started to come forward to tell their own stories of loss. When we 
wrote this song it was just to get those feelings out. It was therapy 
for me. [...] I write all my own music -  I love the art of songwriting.
It's a great way to express l ife .^ z
Bostic's working practice is not unusual. In 2012 UK singer-songwriter Jake 
Bugg83 released his eponymous debut album. Its most successful singles at the time of 
writing (late 2012] are entitled 'Lightning Bolt', 'Taste It' and 'Two Fingers'. All of 
these songs were co-written with professional songwriter Iain Archer, who has 
collaborated with many other well-known UK artists including Gabrielle Aplin, Snow 
Patrol, Example, Athlete and Duke Special. In interview, Bugg avoids mentioning that 
his songs were co-written, highlighting the authenticity of his work and the 
importance of his influences:
[I'm] a songwriter, to be honest. I tell a story with a song - but I'd 
say I'm more of a songwriter [than a storyteller].
Sometimes I like to fantasise or make a story but sometimes I just 
talk about what's happening right now in the world. I'll write 
something about my town, about where I'm from and my estate. 
[...] I think I started writing when I was about fourteen and just 
carried on with the writing process.
[I'm influenced by] the old blues stuff from Charlie Patton and 
Robert Johnson, even a bit of Beethoven, a bit of Mozart is brilliant. 
From that to Oasis or The Arctic Monkeys, whatever sounds good, 
man.
82 Jenn Bostic, Jenn Bostic appears on BBC Breakfast, November 9 ,2012 .
83 Real name Jacob Edwin Kennedy. We can speculate that Bugg’s stage name may be itself a deliberate 
contrivance to make him more memorable, and perhaps even that by changing his name he w ishes to 
be seen as following in the footsteps of his stated influence Robert Zimmerman.
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[on the album] there'll be no collaborations [with other artists]; 
just my songs, really, because it's a debut album.84
Bugg's sound is particularly Dylan-esque, with understated guitar-based low-fi 
recording production, a live band, and introspective/elliptical lyrics. His videos 
contain footage of the artist in urban working-class settings, retro Super-8 styled 
camerawork, black and white sections and mocked-up rehearsal room footage. In 
interviews he cites Donovan, Dylan and The Beatles as influences on his songwriting. 
Bugg's product is clearly marketed on the basis of its classic influences and its 
authenticity. Thus, both the artist himself and the record label's promotional 
campaign have an incentive to conceal industry practices that may appear inauthentic 
or contrived. Archer, as a successful co-writer with an impressive string of credits, is 
rarely mentioned by name in Bugg's interviews. One exception is a 2012 interview 
with the Daily Telegraph, where Archer's co-writing contribution is mentioned but 
Bugg's own creative/authentic voice is foregrounded by interviewer and interviewee 
alike (my italics):
Bugg's main aim with the record was 'to get people picking up 
guitars again'. He has taken some flack [sic] for too-perfect sepia- 
toned album imagery and co-writing credits with the professional 
songwriter Iain Archer, with some critics sniffing the stamp of a 
marketing team, but Bugg is so grumpy I doubt he’d let anyone tell 
him what to do.
'They basically signed me and said. Go away and do your thing.
When I was writing with Iain, we had a fag, a cup of tea, a bit of a 
play. The way I see it, it's jamming. Everything has built up 
naturally -  if I was to turn up in a bright fluorescent tracksuit then 
someone might be having words, you know, but otherwise, /  just 
have to be me.’
Bugg explicitly highlights his authenticity (using words like 'raw', 'natural', 
'real') in every interview, even those that do not mention the presence of a co-writer. 
The following 2011 interview, which pre-dates the release of the co-writes with
84 Jake Bugg, Jake Bugg Interview | Contactmusic.com, interview by Joe Wilde, accessed December 14, 
2012, http://www.contactm usic.com /interview/jake-bugg-interview-july-2G12.
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Archer but post-dates the announcement of Bugg's signing to Mercury records, uses 
this type of language; Bugg is at pains to state that his music is 'not artificial'.
[now that I have a record deal] it's about keeping the momentum, I 
think, and just keeping it real. And that's what [the record 
company] want to do. It's not about making it all, you know, 
artificial. It's about keeping it natural and raw.^s
I suggest that this conspiratorial backgrounding is for two reasons -  to 
highlight Bugg's own songwriting as an authentic and marketable commodity, and to 
avoid any audience comparisons between Bugg as a songwriter and Archer's other 
collaborators [e.g. Gabrielle Aplin or Example) who may appeal to different 
demographics. Both of these motives are in Bugg's economic interest, and the 
attendant romanticising of creativity makes a better press story than would be found 
in an exhaustively accurate description of how his music is actually created. These 
observations are not intended to be critical of Bugg artistically. Rather, my intention is 
to acknowledge that popular music production is necessarily contrived and mediated, 
and involves many collaborators, but that from the consumer's point of view some 
aspects of the process are more palatable than others. Romanticising creativity is 
culturally desirable.
I use the examples of Blunt, Bostic and Bugg to highlight the difficulties of 
investigating the songwriting process through public interviews with successful 
contemporary artist-songwriters; they may, when interviewed retrospectively about 
their songwriting, intentionally or unintentionally provide misleading information 
because they must romanticise their own artistic processes. Motives for doing this 
may be economic [risk of losing royalties to others), egotistical [reluctance to admit to 
limitations in music skills or song-crafting ability), or career-driven [preserving the 
artist's own fan-perceived authenticity). Artist-songwriters -  particularly those 
following the Svengali co-writing model -  are obviously more susceptible to these
85 Jake Bugg, "Jake Bugg on This Is Live" - live performance and interview - YouTube, interview by Zoe 
Kirk, Video, September 2 ,2011 , http://www.youtube.com/watch?v=fafFH_7ySYY.
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pressures than non-artist songwriters, but these hypothetically less biased interviews 
are more difficult to find, there being less media interest in non-performing 
songwriters. Arguable exceptions are artist-songwriters who reflect on their craft 
when they are no longer at the peak of their careers [for example, David Byrne^^), but 
even these practitioners may have an economic motive in the form of a back catalogue 
that still receives airplay and sales. This is not to accuse Byrne and his ilk of cynicism -  
indeed, he acknowledges that an 'authentic' pop persona is a necessary contrivance -  
but it does provide a challenge to the prima facie assumption that published first-hand 
accounts of the songwriting process will be reliable just because they are primary 
sources.
Conversely, an artist-songwriter has few positive reasons to tell the truth in 
interview -  to describe and analyse, objectively, any mundane, uninteresting, 
unromantic, inauthentic or even random creative actions that may eventually manifest 
themselves in the song. Not only are these processes difficult to describe, they may 
also bore the consumer, and will therefore naturally be avoided by all parties during 
an interview situation. I contend that my own perspective -  as a non-performing 
songwriter with a primarily academic interest in songwriting, and as a salaried 
academic with several other sources of musical income -  reduces my economic or 
artistic motives, and may make me better placed to provide objective evidence about 
the creative, editorial, negotiating and veto processes undertaken in songwriting 
partnerships.
1.6. Academic studies of composers and songwriters
Observational studies of composers could be said to divide, musically, into two 
categories -  instrumental composers, and songwriters. Of the former category, few 
deal with compositional collaboration, notable exceptions being Hayden & W i n d s o r ^ ^
86 David Byrne, How Music Works [Edinburgh: Canongate, 2012).
87 Sam Hayden and Luke Windsor, "Collaboration and the Composer: Case Studies from the End of the 
20th Century," Tempo 61, no. 240 [April 2007): 28, doi:10 .1017/S0040298207000113.
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and Roe. 88 Both of these studies address composer/performer rather than 
composer/composer interactions, the latter being rarer in art-music than in 
songwriting. In the songwriter category, perhaps the most significant scholarly works 
specific to the observation of 'Western Popular Songwriting' processes have been 
produced by Phillip Mclntyre.89-9o His work deals with individual songwriters, and 
consists mostly of retrospective interviews,^: with some critical analysis of works.92
Perhaps unsurprisingly, given the difficulties of persuading composers to 
allow real-time observation as identified by Sloboda,93 the retrospective interview 
accounts for the majority of methodologies employed in this area of research. Collins^  ^
uses 'verbal protocol methodology' i.e. real-time reporting of the composer's decision­
making. Hayden and W i n d s o r 9 s  use, appropriately enough, a partnership methodology 
that they describe as 'collaborative qualitative enquiry'. Their partnership includes a 
composer as 'co-researcher': they have also encountered the objectivity-depth 
challenges related to the difficulties of observing the manifestations of creative 
decisions:
rather than... a conventional division of labour [researcher and 
informant], the first author is literally a co-researcher whose 
subjectivity is an essential and concomitant check on the second 
author's more general and theoretical suppositions. It is all too 
easy for research and practice to become disengaged from one 
another when the latter becomes merely an object to be studied 
with little engagement with the role practitioners have in the 
realm of critical, as opposed to creative, endeavour. We would 
argue that the involvement of the practitioner, not only as a
88 Paul Roe, "A Phenomenology of Collaboration in Contemporary Composition and Performance" (PhD 
Thesis, York, 2007), British Library.
89 McIntyre, "Creative Practice as Research."
90 McIntyre, "Creativity and Cultural Production: A Study of Contemporary Western Popular Music 
Songwriting."
91 McIntyre, "Creativity and Cultural Production: A Study of Contemporary W estern Popular Music 
Songwriting."
92 McIntyre, "Paul McCartney and the Creation of'Yesterday': The Systems Model in Operation."
93 Sloboda, The Musical Mind : The Cognitive Psychology o f  Music.
94 Collins, "Real-Time Tracking of the Creative Music Composition Process."
95 Hayden and Windsor, "Collaboration and the Composer: Case Studies from the End of the 20th  
Century."
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research subject, but also as a co-researcher, enables the research 
to gain a degree of validity which [sic] is otherwise m i s s e d .9 6
Their methodology involved the co-researcher providing detailed 
retrospective notes on each composition to the researcher, who in turn provided the 
theoretical framework, using protocol analysis based on the work of Argyris & 
S c h o n .9 7  Hayden & Windsor's operating context is musically very different from mine; 
their case studies are of instrumental art-music, and the works are either visually- 
mediated [conventionally notated) or contain a substantial programmed or 
improvised element. They are not evaluating fully collaborative composition -  rather, 
they research the way in which a [specific) composer's decision-making and editorial 
processes are mediated by others. The works studied demonstrate impressive 
breadth, including a conventionally notated piece, a technologically mediated work 
[which includes collaboration with a Max/MSP programmer) and a partly-improvised 
ensemble piece -  which they summarise as directive, interactive and collaborative 
processes. Despite difference in context, I draw to some extent on Hayden & Windsor's 
methodology, including the idea of the co-researcher and the 
directive/ interactive/ collaborative categorisation of compositional creativity, which 
they summarise thus:
DIRECTIVE: here the notation has the traditional function as 
instructions for the musicians provided by the composer. The 
traditional hierarchy of composer and performer[s) is maintained 
and the composer aims to completely determine the performance 
through the score. The instrumentation for the pieces in this 
category tends to be acoustic in nature and made up of conducted 
ensembles or chamber groups. The collaboration in such 
situations is limited to pragmatic issues in realisation, as outlined 
at the end of the introduction.
INTERACTIVE: here the composer is involved more directly in 
negotiation with musicians and/or technicians. The process is 
more interactive, discursive and reflective, with more input from 
collaborators than in the directive category, but ultimately, the 
composer is still the author. Some aspects of the performance are
96 Hayden and Windsor, "Collaboration and the Composer: Case Studies from the End of the 20th  
Century," 32.
97 Chris Argyris, Theory in Practice: Increasing Professional Effectiveness, 1st ed. San Francisco: Jossey- 
Bass Publishers, 1974.
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more 'open' and not determined by a score. The works in this 
category tend to combine notation, acoustic instruments and 
electronic media.
COLLABORATIVE: here the development of the music is achieved 
by a group through a collective decision-making process. There is 
no singular author or hierarchy of roles. The resulting pieces 
either [1) have no traditional notation at all, or [2] use notation 
which does not define the formal macro-structure. In [2), 
decisions regarding large-scale structure are not determined by a 
single composer. Rather, they are controlled, for example, through 
live improvised group decisions, or automated computer 
algorithms. The pieces which fit this category use electronic and 
digital media in combination with live or recorded acoustic 
instruments.98
To some extent it is necessary to treat these as more of a continuum than as 
three distinct categories, due to different songwriting collaborators, methods and 
genres requiring different creative approaches, but as a theoretical framework for 
observation, this definition of collaborative methods has some merit for the 
researcher. However, none of these three categories describe collaborative 
songwriting fully and reliably, and Hayden and Windsor's 'classical music bias' can 
perhaps be inferred by the fact that they ascribe so much importance to notation -  
even to the extent that they define a category based on its absence. Notation, or even 
the lack of it, is not a consideration for many songwriters, and therefore Hayden and 
Windsor's 'COLLABORATIVE' category is only loosely applicable to songwriting teams.
Sloboda99 acknowledges the difficulties associated with attracting composer- 
participants as requiring a 'rare degree of co-operation' and cites only one example 
from the contemporaneous psychology literature. He also provides some 
interesting and effective auto-ethnographic reportingioi as he describes his own 
composition of a psalm-setting for a local amateur choir. Collins:°2 discusses several
98 Hayden and Windsor, "Collaboration and the Composer: Case Studies from the End of the 20th  
Century.", 33
99 Sloboda, The Musical Mind: The Cognitive Psychology o f  Music.
100 Walter Ralph Reitman, Cognition and Thought: An Information-Processing Approach. Hoboken, NJ: 
Wiley, 1965.
181 Sloboda, The Musical Mind: The Cognitive Psychology o f  Music, 125.
102 Collins, "Real-Time Tracking of the Creative Music Composition Process."
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additional studies including Perkins & B a m b e r g e r , Davidson & W e l s h : o 4  and Colley 
et al.105
It is worth noting that almost every compositional study previously cited [with 
the arguable exceptions of McIntyre, Hayden & Windsor and Nash) uses as its subjects 
non-professional composers, primarily schoolchildren. Recent academic studies of 
songwriters' processes have taken a similar approach. Rile describes the 
songwriting act as self-developmental, focusing on the educational benefits of the 
process; Cantorio^ takes a similar education-based approach by analysing the extent 
that the songwriting process can inspire the learner [i.e. the songwriter). This learner- 
centred approach arguably supports the romantic view of that the songwriting act has 
validity purely as a self-expressiveness, self-development or t h e r a p y . los This is a 
useful area of educational scholarship but it does not deal with the central question of 
value in creativity research. An individual might find songwriting [self-) helpful but if 
the song has no value to a listener it may not be an example of creativity. Creativity 
research has, for more than 60 years, been addressing the issue of defining the 
creative object. One of the pioneers of the field, Donald W MacKinnon, summarised the 
problem in 1963: "Any attempt to identify and measure creativity must be based upon 
a prior decision as to what creativity is.":09
MacKinnon's own definition of the term has three prerequisites: a creative 
object must be 'novel'; it must 'accomplish some recognisable goal'; and it must
D Perkins and J Bamberger, The Arts and Cognition. Baltimore: Johns Hopkins University Press, 1977.
184 L Davidson and P Welsh, "From Collections to Structure: The Developmental Path of Tonal Thinking," 
in Generative Processes in Music; the Psychology o f  Performance, Improvisation and Composition, ed. 
John Sloboda (Oxford: Oxford Science Publications, 1988], 260-285 .
185 A Colley, L Banton, J Down and A Pither, "An Expert-Novice Comparison in Musical Composition," 
Psychology o f  Music 20, no. 2 (October 1992]: 124-137 , doi:10 .11.77 /0305735692202003 .
186 Patricia E Riley, "Exploration of Student Development through Songwriting," accessed April 25 ,2013 , 
http ://w w w -
usr.rider.edu/~vrme/v22nl/visions/Riley_Student_Development_Through_Songwriting.pdf.
187 James S Cantor, "Fearless Innovation -  Songwriting for Our Lives: Inspiring Learners with Arts-Based 
Practices That Support Creativity," Multicultural Education 14, no. 2 (2006]: 57 -64 .
188 See also Brian E. Kumm, "Finding Healing through Songwriting: A Song for Nicolette," International 
Journal o f  Community Music 6, no. 2 (July 1, 2013]: 205-217 , doi:10.1386/ijcm .6.2.205_l.
189 Donald W. Mackinnon, "The Identification of Creativity," App//ed Psychology 12, no. 1 (Januaiy 1963]: 
25, doi:10.1111/j.l464-0597.1963.tb00463.x.
35
Methodology
'develop [the original creative insight] to the fuH’.no Most subsequent creativity 
research [that has defined the term) uses some version of MacKinnon's definition, or 
at least the first two parts of it. Throughout this thesis I will argue, after cognitive 
scientist Margaret Boden:::, that a truly creative artefact must be new, surprising and 
valuable. Newness is easy to measure -  the song is only required to be non-plagiaristic 
of existing songs, but surprise and value must, by necessity, be in the ear of the 
beholder.
Some creativity research in music has tried to solve the 'value problem'. 
Nash::2 effectively identifies some professional art-composers [he uses the term 
'serious music') considered by their peers to be among the most successful in the field:
An aggregate of twenty-three American-born composers of 
serious music [hereafter called American composers), who were 
among the sixty-two living composers ranked by a jury of experts 
as the most successful in the United States, participated. The term 
"success," as employed by the jury, refers, apparently, to social 
acceptance, as indicated by a direct relationship between rank and 
direct and indirect measures of quantity of performance.::^
This level of access to participants was feasible in the 1955 American art- 
music world, not least because 22 out of Nash's 23 participants had some connection 
to academia, but it will obviously not be possible for my study to access a significant 
number of artists with an equivalent level of [platinum-selling) success in the 21^  ^
century pop world, still less to persuade them to participate in a research project.
The studies evaluated by Collins use various combinations of verbal protocol 
methodology, critical analysis of works, and time-based study i.e. synchronous data 
collection using technological means such as MIDI sequencers and 'Save As...' files. The
110 Mackinnon, "The Identification Of Creativity," 25.
111 Boden, The Creative Mind: Myths and Mechanisms.
112 Dennison Nash, "Challenge and Response in the American Composer’s Career," The Journal o f  
Aesthetics and A rt Criticism 14, no. 1 (September 1955]: 116-122 .
113 Nash, "Challenge and Response in the American Composer’s Career," 117.
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time-based-study approach, as also used by Seddon and O'Neilln^ and Kratus,::^ has 
attractions because it tracks moment-to-moment decision-making and is less 
susceptible to the observation effect.::^
Folkestad et al::7 make some attempt to differentiate the compositional and 
arrangement elements through observation, describing compositional techniques as 
'horizontal' [completing the composition before transferring it to a computer-based 
medium) and 'vertical' [merging composition and arrangement). Collinsns does not 
separate the two activities as clearly, frequently describing computer-based orchestral 
arrangement activities as if they were compositionally creative, and indeed 
acknowledges the inseparability of composition and arrangement in his discussion of 
verbal protocol [my italics);
[small-scale editing] activities {which may be construed by some as 
outside the domain o f artistic, creative behaviour) took up a 
considerable period of time within the overall spectrum of the 
compositional period, as well as a considerable percentage of the 
verbal protocol. All these particular small-scale actions are part of 
the overall aspect of compositional flux; [...] the verbal protocol 
highlights a constant dynamic where the composer is quite clearly 
working with his material, modifying it, altering, adding, deleting, 
trying things out. Thus at the micro-level of compositional 
processes and strategies, the verbal protocol clearly illuminates 
moments where the composer struggled with smaller-scale
problem-solving::9 issues.i^o
Frederick A Seddon and Susan A O'Neill, "Creative Thinking Processes in Adolescent Computer-Based 
Composition: An Analysis of Strategies Adopted and the Influence of Instrumental Music Training," 
Music Education Research 5, no. 2 [July 2003]: 125-137 .
1:5 John Kratus, "A Time Analysis of the Compositional Processes Used by Children Ages 7 to 11," Journal 
o f Research in Music Education 37, no. 1 (1989]: 5, doi:10.23.07/3344949.
116 I would suggest that all the previous studies evaluated here, and certainly all of my proposed  
methodologies, are susceptible to psychological reactivity, also known as the observation effect 
(whereby the act of observing something changes the nature of the thing being observed]. Two 
factors in my methodology will mitigate against this risk -  the use of different co-writers, and the use 
of several different observation methodologies.
117 G Folkestad, B Lindstrom and D J Hargreaves, "Young People's Music in the Digital Age: A Study of 
Computer Based Creative Music Making," Research Studies in Music Education 9, no. 1 (December 
1997]: 1-12 , doi:10.1177/1321103X 9700900101.
118 Collins, "Real-Time Tracking of the Creative Music Composition Process."
119 Interestingly, Collins implies here that he considers 'small-scale problem-solving' to be only tertiary 
to the true creative process. 1 take the view, as firmly established in psychology literature, that all 
creative acts could be considered a form of selective problem solving, and will argue this case in detail 
in Chapter 3.
120 Collins, "Real-Time Tracking of the Creative Music Composition Process," 250.
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There is some validity in Collins's approach; he refuses to eliminate any 
activity that affects the outcome of the composition, perhaps because such an 
elimination would be a necessarily subjective decision on the part of the researcher. 
Using Folkestad's 'vertical' and 'horizontal' terminology there is an opportunity to 
attempt to isolate and subtract production and arrangement tasks such as quantising 
a drum part or choosing a keyboard sound. With a nod to Moore's 121 
song/performance/track paradigm, I maintain my 'cover version' assertion that the 
song can be defined by its transferability to others.
Collins' use of real-time retrospective reporting using verbal protocol analysis 
has, as he acknowledges, a tendency to become diverted away from composition 
toward arrangement, especially in multi-timbral computer/sequencer environments. 
This phenomenon is not limited to academics -  some songwriters often report getting 
'bogged down' in studio-based arranging decisions (such as selecting a drum or 
keyboard sound) before the song is complete -  although others^^z actually use studio 
production sounds as creative stimuli, even delaying the creation of the lyric and 
melody after the backing track is f i n i s h e d . 1 2 3  And it is easier to describe a technical 
process [such as editing an individual note or performing a technical recording 
operation) than it is to make manifest an internalised imaginative one [such as 
choosing a simile or creating a melodic fragment).
Time-based study, when applied to large numbers of participants, also has a 
tendency to generate massive amounts of data, :2 4 ,12s in my own collaborative 
songwriting work I have already encountered this logistical problem -  one very
121 Moore, Song Means.
122 Brian Higgins, Brian Higgins interview - The Telegraph (August 2009], August 2009, 
http://xenom ania.freehostia.com /press/brian_telegraph_aug09.htm l.
123 This approach to songwriting is known as ‘top-line writing' and is discussed in detail in the 
Irreplaceable case study in Chapter 4.
124 p Burnard and B A Younker, "Problem-Solving and Creativity: Insights from Students' Individual 
Composing Pathways," International Journal o f  Music Education 22, no. 1 (April 2004]: 59 -76 , 
d oi:10 .1177/0255761404042375 .
125 Folkestad, Lindstrom and Hargreaves, "Young People's Music in the Digital Age: A Study of Computer 
Based Creative Music Making."
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simple co-written song with a 120-word lyric, 126 when tracked using computer-based 
revision history, generated more than 700 edits in the lyric alone; and in this instance, 
the songwriters were working asynchronously and remotely from each other. A 
typical face-to-face songwriter interaction would add not only all the musical and 
literary decision-making, but also social and verbal interactions between the 
collaborators, which may make cross-referencing of collected real-time data a 
prohibitively large task for a single researcher.
Heavily data-driven methodologies are suitable for latitudinal studies covering 
a large number of participants, where common compositional practices [particularly 
relating to music education) can be inferred; my case-study approach substitutes 
breadth for depth by providing detailed analysis of individual songs' evolution. Where 
breadth is required I will frequently return to the popularity of particular songs and 
characteristics as measured in sales/chart metrics. These need only be used to make 
inferences about the musical or literary characteristics of successful or potentially 
successful songs -  my work does not necessarily require extensive categorisation of 
songs by genre or by cultural context. The only songwriting processes that are not of 
interest to the study, then, are cases where there is no evidence that a listener might 
become engaged by the eventual finished product. This makes my threshold for 
defining creative value reasonably low, obviating any problems created by Richard 
Middleton's well-reasoned criticisms of the practice of using sales data to provide 
evidence of popularity .127 Middleton argues that the manipulation of the market by 
those with vested interests [he cites hyping and payola; I would agree, and include 
A&R and in fact all forms of promotional activity) distorts the integrity of the charts as 
popularity statistics. But Middleton's argument presupposes that there is a notional 
'truth' or baseline that would be a positivist researcher's ideal; in practice, popular 
music's popularity has always been subject to such distortions. All commercial
126 Andi Neate, 'The Witch's Cat', CD, Crows, Rooks and Ravens. Blue Elf Records, 2009. Available via 
joebennett.net/phd.
127 Richard Middleton, Studying Popular Music. Milton Keynes: Open University Press, 1990]. 5-6
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markets may be intentionally manipulated due to vested economic interests. 
Notwithstanding this [to use the forthcoming adjective literally) I contend that 
popular music will always show itself through such metrics to some extent. Hyping 
and other market distortions can only go so far in forcing an audience to like a 
particular song and to consume it in large numbers.
At this point I return to the immanent advantage of one of my observation 
methods; by participating in songwriting as a collaborator I am able to observe at 
first-hand one half of the creative process. The act of collaboration itself is an 
evidence-generating activity, because of the necessity for each collaborator to 
communicate ideas to the Other. The fact of using collaborators may make my 
methodology more robust than any study of non-collaborative composition, precisely 
because collaboration cannot take place without externalisation of creative ideas -  
reducing the need for retrospective verbal protocol methodology. Not only is at real­
time observation methodology suitable for the study of collaborative songwriting, it is 
enabled by it.
1.7. Observation tools and auto-ethnography
The proposed method, then, is to analyse interviews with collaborative 
songwriters who have created successful songs, to write songs with a number of 
different collaborators, and to cross-reference the evidence provided across songs and 
partnerships using a selection of theoretical frameworks from existing psychological 
and educational scholarship. With this broad structure in place, I will now evaluate the 
tools available in the recording and observation of the songwriting process.
As we have seen, many of the processes of collaborative songwriting 
[particularly in a technology-rich environment such as a project studio) are recorded, 
either deliberately or as a by-product of the creative methods. For example, a lyric-
128 As the saying goes, 'you can't polish a turd (but you can roll it in glitter)’. Thanks to songwriter Davey 
Ray Moor for this.
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first approach may be characterised by one collaborator acting as 'scribe' and 
transcribing all draft lyric ideas (concepts, phrases, rhymes or images) in a (paper) 
notebook or on a laptop; a beats-first approach may involve the collaborators 
auditioning drum loops and discarding ideas that are deemed unsuitable. Given that 
rejection/veto may be as important as the creation of new ideas, my observation 
processes may need to record the contents of the cutting room floor as well as the 
final reel. It is therefore desirable to select collaborators partly by the criterion of 
variations in their songwriting approaches.
My initial most attractive medium of choice was video, because it records 
physical/ergonomic, social, verbal and sonic interactions indiscriminately. But given 
that Sloboda's 'rare degree of co-operation' in art-music composers has showed 
equivalent reluctance in some songwriters 1 have approached, this was usually not 
possible. Further, professional songwriters are often significantly more economically- 
motivated than art-composers and student-composers, and have a vested interest in 
creating songs that appeal to a wide audience, so many songwriters were, quite 
reasonably, disinclined to participate in an academic study. The only participation 
incentive I could provide for collaborators was dependent on any perceived benefits 
provided to the co-writer (and the song) by my own creative input -  and of course on 
a pre-agreed 50/50 publishing royalty split.
The 'Save As...' time-based study approach used by Collins 129 has the 
advantage of being relatively technically easy to achieve. Iterative audio and MlDD^o 
files can be generated quickly by myself as co-researcher and computer operator. The 
lyric equivalent of this recording process is any word-processing application that 
preserves every editing revision (my preference was for the web-based word- 
processor 'Google Docs' which also allows synchronous or asynchronous collaborative
129 Collins, "Real-Time Tracking of the Creative Music Composition Process."
130 I acknowledge the outdated-ness of this technical term, based as it is on a declining serial protocol 
developed in 1983, and employ it here only as a convenient shorthand for the process of recording 
note-based information in software format.
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editing). That said, even iterative evidence of digital edits only makes sense when 
triangulated with an audio recording of the process, so verbal negotiations between 
co-writers still needed to be recorded.
These technological methods were used whenever they did not risk diverting 
the songwriting process from its natural path as agreed by the collaborators' personal 
artistic preferences and evolving interactions.i^i For example, it was not appropriate 
to use all of these digital tools if the other collaborator wished to write with acoustic 
instruments and paper-based notebooks, and if such a collaborator also refused to 
allow audio, we would be left with only iterative demos, lyric sheets, informal notation 
(e.g. chord sheets), my own retrospective notes on the session, and retrospective 
interviews with the Other. However, when triangulated, I found that even this limited 
evidence base was surprisingly effective in highlighting creative practice within 
songwriting sessions.
So my initial intention -  to use a single observational methodology across all 
partnerships and songs in the interests of consistency -  was shown to be impractical, 
given the challenges identified in this discussion. But with myself as co-writer being 
the single common factor to all the proposed collaborations, it appeared that a varied 
observational approach was not only unavoidable, but actually beneficial, enabling as 
it did a less limited set of creative musical/literary approaches to songwriting. Having 
found myself unable to apply a single observation process to all collaborative 
situations provided an unexpected methodological freedom -  I did not need to 
participate personally in all collaborations, and could also interview songwriters 
without the need to collaborate with them. This widened the potential evidence base 
for the project, and enabled an opportunistic response to industrial/creative contacts 
that arose through networking.
131 It is impossible to eliminate observation effects from any observation of composers completely, and 
any attempt to do so (e.g. concealed cameras) would be unethical.
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1.8. Ontology -  what can we (not) know about 
songwriting?
This final section of my methodology discussion is inevitably partly 
philosophical and speculative, but it is based on several previous songwriting 
collaborations, and personal experience of teaching student songwriters in a 
university environment [2003-2013). It is possible to say with some certainty what 
cannot be known, and in doing so I will begin by discounting a hypothetical point in 
time immediately before the songwriting process. The neurology of creative thought is 
a complex and specific area that overlaps with other fields 'causing difficulties in 
medical, academic, and philosophical d i s c u s s i o n s ' 122 _ but these pre-songwriting 
events are not the concern of this study. Rather, I analyse the song-specific decision­
making processes required to write a song, and discuss the interrelationship between 
songwriting process and musical outcome -  the journey from the 'blank sheet of 
paper' to the studio-ready song, and sometimes onward to the demo or even the 
finished audio product. Sometimes the creative process begins before this figurative 
or literal paper is seized; songwriters will often meet socially before beginning a co­
writing session, and during this meeting a game plan or potential musical direction 
may be discussed. As more case studies were undertaken, I found it increasingly 
necessary to factor in these pre-sessional meetings, because it became clear that 
several creative decisions had already been implicitly made before the co-writing 
session began.
The other parameter that is unknown, or at least difficult to measure, is the 
musical/cultural context of each songwriter. It is not possible for anyone, even 
songwriters themselves, to know the precise relationship between prior knowledge 
and compositional decision-making. Even if it were possible to document the cultural 
and musical influences on a single adult in a lifetime, we could only speculate about
132 D Q Mendes and L A V de Carvalho, "Creativity and Delusions: A Neurocomputational Approach," Arxiv 
Preprint c s /0012020  [2000).
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which creative processes were or were not mediated by prior experience. Further, 1 
would argue that due to creators' unavoidable subconscious absorption of artistic 
conventions, all creative decisions have some element of prior cultural influence. Here, 
1 take issue with Harold Bloom's view, expressed in The Anxiety o f Influence^^^, that 
'successful' poets achieve greatness despite their i n f l u e n c e s . 1^4 Author Ian McEwan 
takes the opposite position, celebrating the evolutionary nature of his art and 
acknowledging that his own work is inevitably partly defined by the achievements of 
his predecessors;
We have come to take for granted... the vital and enduring concept 
of originality. It carries with it an idea of the new, of something 
created in a godlike fashion out of nothing.
[But] the antithetical notion of artistic creation... is that no one 
escapes history. Techniques and conventions developed by 
predecessors [...] are available as ready-made tools and have a 
profound effect. Above all, art is a conversation conducted down
through the generations.i^s
I contend that many songwriters are successful partly because of derivative 
elements of their work, or at least do not try to conceal them: influence is unavoidable, 
and actually desirable in the sonically self-referential context of popular m u s i c . i ^ e
Let us now apply Bloom's 'anxiety' to our methodological challenges. Burnard 
and Younker acknowledge, perhaps with understatement, that reducing the timeframe 
of influence by working with student composers does not make the issue of personal 
musical experience any more manageable for the researcher:
...the extent of any relationship between each student's composing 
experiences at the situated level and what might be revealed
133 Harold Bloom, The Anxiety o f  Influence: A Theory o f  Poetry, 2nd ed. Oxford: Oxford University Press, 
1973, pp.18-19.
134 This scholarly view  -  that creative writing’s expressiveness is weakened by the influence of prior 
creative writing -  was prevalent in the mid-2Qih century. Barthes suggests that, in literature at least, 
the existence of extant creative work makes the act of writing arguably uncreative. Roland Barthes, 
Writing Degree Zero.New York: Hill and Wang, 1953.
135 Ian McEwan, "The Originality of the Species," The Guardian, March 23 ,2012 , sec. Books, 
http://w w w .guardian.co.uk/books/2012/m ar/23/originality-of-species-ian- 
mcewan?fb=native&CMP=FBCNETTXT9038.
136 For further discussion of the sonically self-referential nature of popular song recordings, see Philip 
Tagg, Music's Meanings: A Modern Musicology fo r  Non-Musicians (Larchmont, NY: Mass Media Music 
Scholar's Press, 2013).
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through mapping their composing pathways is difficult to discern.
Identifying influences -  and the nature of those influences from 
musical experiences within each individual's context -  requires 
further investigation.i^;
At the other end of the songwriting process, we can know with some clarity 
the characteristics of a 'successful' song, simply by analysing the lyric and music 
content of 'hits' [as defined using sales charts, airplay, live performance data and 
possibly critical column-inches as our m e t r ic s ) . i 3 8 , i3 9  jt i s  my intention to avoid any 
subjective debate relating to artistic canonicity as defined by sales popularity, but I 
will continue to use the word 'popular' as a meaningful adjective in our field, and to 
make contextual reference to mainstream hits where necessary -  particularly if these 
prior works, or the writers that created them, are alluded to by co-writers during a 
songwriting session.
My area of study locates itself, in creative time, in the largely unexplored space 
between the initial decision to write a song and the start of the final recording session 
-  although inevitably it must investigate production and recording in cases where they 
appear to mediate the song's content. I aim to identify what decisions are made by 
collaborators in order to create songs, and to ascertain where along the creative 
timeline particular musical or lyric ideas may arrive. Despite my personal creative 
involvement and the limited number of case studies that can be achieved, I have also 
tried to explore the relationship between process and product, and ask whether 
particular compositional approaches tend to create particular song characteristics or 
types.
This has led to the formation of three simple questions which form a loose 
structure for the songwriter interviews, and which have helped to define an analytical
137 Burnard and Younker, "Problem-Solving and Creativity: Insights from Students’ Individual Composing 
Pathways,’’ 71.
138 See Middleton, Studying Popular Music. 5
139 Whilst I acknowledge the strength of Richard Middleton’s argument against sales as popularity 
metrics, a positivist [chart-based) approach suits my purpose of identifying songs with which a 
significant number of listeners have engaged, and is partly useful in supporting my applications of 
Csikszentmihalyi’s Systems Model to societal processing of songs. Middleton’s alternative 'essentialisf 
approach is philosophically defensible but does not produce hard data regarding song popularity or 
consumption, putting this researcher at risk of having no metric 'popularity data’ at all.
45
Methodology
framework for the observations -  how do songwriters collaborate, why do songwriters 
collaborate, and what songs may be created as a result of particular collaborations or 
processes? In answering these questions through case studies I intend to challenge 
some of the romantic notions of songwriters' creativity that I contend are prevalent in 
popular music fandom and journalism.
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2. Constraint
/ can still hear you saying you will never break the chain.
Fleetwood Maci^o
My freedom will be so much the greater and more meaningful the 
more narrowly I limit my field o f action and the more I surround 
myself with obstacles. Whatever diminishes constraints, diminishes 
strength. The more constraints one imposes, the more one frees one's 
self o f the chains that shackle the spirit.
Igor Stravinskyi4i
Popular music has at its economic, musical and cultural centre a single item of 
intellectual property -  the pop song. Over many decades of consumption, the market 
has established a set of musical and literary constraints within which song creativity 
operates. These constraints are arrived at by economic and democratic means, being 
rooted in the quasi-evolutionary process of natural selection engendered by 
commercial markets, most easily demonstrable through sales and similar metrics such 
as airplay and online streaming. In popular music, as in any art form, new artists can 
and do challenge established creative constraints, but what is perhaps remarkable 
about western popular song is how little the core structural characteristics of 
mainstream songs have deviated from some of the norms established in the early to 
mid twentieth century, despite the rapid technological, cultural and social change that 
drives the popular music industry. In this chapter I shall argue that since the late 
1960s the US/UK mainstream popular song has 'normalised' into a set of structural 
expectations that are known to creator and consumer -  often consciously to the 
former and unconsciously to the latter.
I contend that the popular song is defined, artistically and musically, by the 
market forces that perpetuate its survival. This is not commercial cynicism, but rather
140 Fleetwood Mac, T he Chain' from Rumours. Warner Brothers, 1977. Available via joebennett.net/phd.
141 Igor Stravinsky, Poetics o f  Music in the Form o f  Six Lessons. Cambridge, Mass.: Harvard University 
Press, 1942. p.65
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an extension of Csikszentmihalyi's Systems ModeR^ ,^ His definition of creativity (that a 
work must not only be original but also must be an influence on other creators) has 
rather a high threshold, much higher than the simple musical/literary uniqueness 
required to define a popular song as 'original' in copyright terms.
To illustrate the evolution of creative constraints in popular songs, let us begin 
by analysing the time-duration of hit single recordings, and compare track length over 
several decades, using the top 10 best-selling singles in the UK from the five decades 
from 1960 to ZOOO.i^  ^The longest duration of these is Bryan Adams's 'Everything I Do 
(I Do For You)', at 6 minutes and 33 seconds (6:33); the shortest is The Beatles' 'Can't 
Buy Me Love' at 2:13. The mean average track length per decade varies from 2:43 
(1960s) to 4:07 (1990s). Interestingly, after the 1960s the figures for track length 
show insignificant variation over many years. The mean average track lengths per 
decade are 2:43 (1960s), 4:03 (1970s), 4:04 (1980s), 4:07 (1990s) and 3:49 (2000s) -  
with a standard deviation of only 0:51 for the whole sample set over 50 years. Ellis 
and Engelhardti44 provide a more statistically thorough analysis using the entire US 
Billboard chart from 1960-2010 as its dataset, from which we can draw the same 
conclusion -  that average song duration increased during the 1960s and then 
plateaued from the 1970s onwards (Figure2). The dataset provides other evidence 
supporting the hypothesis of observable statistical averages, such as a tempo average 
of approximately 120 BPM that remains consistent in the US top 40 over this 50 year 
period (Figure3).
142 Csikszentmihalyi, "Society, Culture, and Person: A Systems View of Creativity."
143 Joe Bennett, "How Long, How Long Must We Sing This Song? « Joe Bennett,"/oe Bennett blog, 2011, 
http://joebennett.w ordpress.eom /2011/G 5/03/how -long-how -long-m ust-w e-sing-this-song/.
144 Shaun Ellis and Tom Engelhardt, "Visualizing a Hit - InfoVis Final Project," Can Visualizing 50-Years 
Worth o f  Hit U.S. Pop Song Characteristics Help Us Discover Trends Worthy o f  Further Investigation?, 
2010, https: //sites.google.com /site/visualizingahit/hom e.
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Figure 2 -  Average duration of top 40 US hits by year 1960-2010
Figure 3 - Average tempo of top 40 US hits by year 1960-2010
Given the large amount of popular music that is produced, the large number of 
consumers, and the market forces at play, we can infer that song duration is a market- 
defined norm, and that substantially longer or shorter songs did not regularly 'survive' 
in their environment -  in this case, the centre of the commercial mainstream. The 
requisite economy of communication thus becomes part of the songwriter's skillset, as 
successful songwriter Jimmy Webb attests: 'we must accomplish our aims and tell our
145 Ellis and Engelhardt, "Visualising a Hit."
146 Ellis and Engelhardt, "Visualising a Hit."
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entire story in a timeframe of about three minutes [plus or minus). Every word, every
note must c o u n t ' . 1^7
Duration is just one example of a constraint, and 1 choose it for initial 
illustration because, being low-bandwidth numeric data, it is a simple parameter to 
measure using a large dataset. To take lyric themes as another example, 80% of the 
best-selling hits cited above deal with lyrics related to romantic love -  this is 
something of a truism in popular music and a statistic that does not vary significantly 
by decade if other similar metrics are used [for example, the Billboard chart). Analyses 
of lyric databases show surprising levels of word-frequency similarities across 
arguably distant sub-genres of song [figs. 3 & 4).i48
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Figure 4 - Word frequency cloud ['Electronic' genre) - from the Million 
Song Dataseti49
147 Jimmy Webb, Tunesmith: Inside the A rt o f Songwriting. New York: Hyperion Books, 1999, 37.
148 Andrew Clegg, "Lastfm -  the Blog • Lyric Clouds, Genre Maps and Distinctive Words," June 22, 2011, 
http://blog.last.fm /2011/06/22/lyric-clouds-genre-m aps-and-distinctive-w ords.
149 Clegg, "Lastfm -  the Blog • Lyric Clouds, Genre Maps and Distinctive Words."
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Datasetiso
Listed below are typical statistically-dominant mainstream constraints 
relating to form, key, literary elements, tempo, time signature and melodic pitch 
range,i5i most of which show very little overall variation in their prevalence in UK/US
c h a r t  h i t s  1 9 6 0 - 2 0 1 0 4 5 2
• first-person sympathetic protagonist/s, portrayed implicitly by the singer:
• repeating titular choruses (where the song is in chorus form), usually
containing the melodic pitch peak of the song, summarizing the overall
meaning of the lyric:
• rhyme - usually at the end of lyric phrases:
• one, two or three human characters [or a collective 'we'):
• an instrumental introduction of less than 20 seconds:
150 Clegg, "Lastfm -  the Blog • Lyric Clouds, Genre Maps and Distinctive Words."
151 Bennett, "Collaborative Songwriting -  the Ontology of Negotiated Creativity in Popular Music Studio 
Practice." http://tinyurl.com /jarp-bennett-2011
152 Ellis and Engelhardt, "Visualising a Hit."
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inclusion of the title in the lyric:
sung between a two-octave range from bottom C to top C (C2-C4), focusing 
heavily on the single octave A2-A3:
thematic lyric content relating to [usually romantic) human relationships: 
use of underlying 4-, 8- and 16-bar phrases, with occasional additions or 
subtractions:
based on verse/chorus form or AABA form:
4/4  time:
one diatonic or modal key:
between two and four minutes in length.
Over decades, many songs will have been written that fall outside these norms, 
for example, longer than five minutes, or dealing with non-romantic subject matter, 
but these songs have less frequently achieved mainstream success. It therefore follows 
that experienced songwriters will be familiar with these constraints even if they 
choose occasionally to break some of them according to artistic impulse. Returning 
briefly to our simple example of track duration, we can infer that songwriters, at least 
those hoping for a successful hit, can reasonably be expected to work within the 
creative constraint that song recordings should be longer than three minutes and 
shorter than five. Even specialist/niche genres of popular music [club/dance music, 
folk-pop, metal, hip-hop) show a general statistical tendency to adhere to the majority 
of the norms listed above, with genre-defined deviations from mainstream 
characteristics. For example, metal is less likely than pop to deal with themes of 
romantic love; hip-hop is likely to use simpler chord progressions than metal; folk-pop 
is likely to contain more heavily developed lyrics than club/dance music; prog-rock is 
more likely to challenge mainstream norms of tempo or time signature than pop.
My broad analysis primarily covers the second half of the 20* century. 
Etzkorn, writing in 1963, covered the first half, and drew similar conclusions 
regarding musical norms and normalisation processes:
In my studies of the annual volumes covering the period from 
1899 through 1955 I noted particularly the dominance of the 
thirty-two bar format, the repetition of melodic elements, and the 
stereotypic harmonization by the principal harmonic functions [1,
52
Constraint
IV, V and V ]^. These features also characterize the majority of the 
1958 tunes.153
Etzkorn also identifies a cultural processing system in operation -  I suggest 
that his 'communicator' and 'mediator' are at least partly synonymous with 
Csikszentmihalyi's 'individual' and 'field'.
...each member in the process of communication is lodged in 
definable positions within the social structure. Communicator, 
mediator, and recipient are shown to be interdependent in a 
double fashion. i54
To frame such a system in evolutionary terms, popular song is in a constant 
state of mutation, with songs representing unique individuals who are 'born' with 
identifiable genetic characteristics [for example, form, tempo, lyric theme, harmonic 
rhythm, bar count, duration, melody) 'inherited' from the domain of existing 
successful/influential songs. Genres could be identified as 'species', which have 
evolved to suit their fan-base 'environment'. Characteristics of individual songs will 
vary, and are required to do so to avoid accusations of plagiarism, but they do not 
deviate so substantially that individuals cannot survive in their environment [or 
rather, if they do this, they 'die' in commercial terms). So, again using track duration as 
our illustrative example, a popular song lasting for 30 seconds, or 30 minutes, would 
be very unlikely to be purchased by the public in large enough quantities to survive 
and therefore 'reproduce' by influencing future songwriters.
Recent scholarship, combined with advances in the availability of Big Data, has 
enabled researchers in the hard sciences to begin to test the cultural evolution 
hypothesis in a popular music context, by evaluating the extent to which popular 
music adheres to evolutionary behaviours. MacCallum et al. devised an experiment 
entitled 'Evolution of Music By Public Choice' [EoMPC) that began with randomly 
generated sounds which were then mutated as short audio loops using a mechanism
153 K P Etzkorn, "Social Context of Songwriting in the United States," Ethnomusicology 7, no. 2 [1963): 9 6 -  
106.
154 Etzkorn, "Social Context of Songwriting in the United States," 1963 ,96 .
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that allowed them to 'sexually reproduce and mutate’ over more than 2500 
generations, with listener selection identifying those mutations that were the most 
aesthetically pleasing. Their abstract is shown here; note that its conclusion mirrors 
my own Darwinian metaphor:
Music evolves as composers, performers, and consumers favour 
some musical variants over others. To investigate the role of 
consumer selection, we constructed a Darwinian music engine 
consisting of a population of short audio loops that sexually 
reproduce and mutate. This population evolved for 2,513 
generations under the selective influence of 6,931 consumers who 
rated the loops' aesthetic qualities. We found that the loops 
quickly evolved into music attributable, in part, to the evolution of 
aesthetically pleasing chords and rhythms. Later, however, 
evolution slowed. Applying the Price equation, a general 
description of evolutionary processes, we found that this stasis 
was mostly attributable to a decrease in the fidelity of 
transmission. Our experiment shows how cultural dynamics can 
be explained in terms of competing evolutionary forces, iss
Of course, the findings of this experiment do not prove conclusively that 
evolutionary forces are at play in popular song creation and consumption -  they show 
only that audiences have certain aesthetic preferences of particular tonal/rhythmic 
characteristics. Notwithstanding this, the audio artefacts created through the 
experiment do remarkably resemble instrumental dance music on a bar-by-bar basis, 
including a clear adherence to 4 /4  time and a low-frequency artefact that is 
subjectively similar to a 'four on the floor' kick drum part). MacCallum et al used a 
computer to provide blind variation of the audio, but in evolutionary terms it is 
[listeners') selective retention that is important in this experiment. In biological 
evolution, characteristics of a phenotype are retained only for their ability to support 
genetic reproduction; in the EoMPC experiment, the criterion is arguably the same 
because aesthetic appeal [to a listener) is the driver of retention of characteristics. In 
musicological terms, MacCallum's work produces very simple organisms [i.e. one- 
chord loops) but this is because its experimental conditions are a simplified
155 Robert M MacCallum et al., "Evolution of Music by Public Choice," Proceedings o f the National Academ y 
o f  Sciences 109, no. 30 (2012): 12081-12086 .
54
Constraint
evolutionary environment compared to the myriad drivers of choice in a real-world 
artistic culture -  and, of course, it operates over only 2,513 generations with only 
6,931 participants. The cultural ecosystem is much more complex, but the experiment 
demonstrates the principle that listener preferences affect inherited musical 
characteristics even if the driver of variation is literally random. As in biological 
evolution, complexity can be built on very simple rules, as shown by the clear 
explanation provided by Dawkins for the 'what's the point of half an eye?' 
complexity question much cited by creationists [e.g. Paleyi57).
So if it is possible to create an arguably songlike artefact under artificial 
evolutionary conditions, we could reasonably hypothesise that, over time, real-world 
popular songs will provide evidence of evolutionary behaviour through selective 
retention of desirable characteristics. In an evolutionary model, certain characteristics 
[that already perpetuate survival) should remain constant, and others will adapt in 
response to environmental changes. In a contemporaneous 2012 study. Serra et al 
applied statistical analysis to measurable musicological parameters of real-world hits 
using the Million Song Dataset. Their conclusions were twofold; that many structural 
parameters of popular music had achieved stability more than 50 years ago, and that 
some sonic characteristics were still evolving [melodic breadth is decreasing and 
loudness increasing). Their work has interesting and perhaps controversial 
implications for the idea of intellectual property in popular song, which will be 
explored further later. Serrà's abstract summarises the experiment and in its final 
sentence implies that listener preferences act on 'song', 'performance' and 'track' 
simultaneously.
Popular music is a key cultural expression that has captured 
listeners' attention for ages. Many of the structural regularities 
underlying musical discourse are yet to be discovered and, 
accordingly, their historical evolution remains formally unknown.
156 Richard Dawkins, Climbing Mount Improbable. London, Penguin, 2006, p .l3 7
157 Richard Paley, "The Eye,” Objective: Ministries (Creationist Education Website), May 25, 2001, 
http://objectivem inistries.org/creation/eye.htm l.
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Here we unveil a number of patterns and metrics characterizing 
the generic usage of primary musical facets such as pitch, timbre, 
and loudness in contemporary western popular music. Many of 
these patterns and metrics have been consistently stable for a 
period of more than fifty years. However, we prove important 
changes or trends related to the restriction of pitch transitions, the 
homogenization of the timbrai palette, and the growing loudness 
levels. This suggests that our perception of the new would be 
rooted on these changing characteristics. Hence, an old tune could 
perfectly sound novel and fashionable, provided that it consisted 
of common harmonic progressions, changed the instrumentation, 
and increased the average loudness.i^s
Serra et al. demonstrate the artistic normalisation/homogenisation that an 
evolutionary model predicts, but also highlight the sonically obvious fact that newer 
popular songs [or at least, popular recordings) sound different from older songs; that 
is to say, just because normalisation is observable it does not mean that evolution ever 
stops. It is reasonable to assume that songwriting is experiencing constant intentional 
experimentation, and we can easily locate successful examples of occasional 
challenges to one or more of the statistical norms. 1 have used song duration and 
tempo as an example of a constraint with occasional deviations; Webbies applies 
similar logic to song form:
If you can't say what you need or want to say with a 
verse/chorus/verse/bridge and another chorus, perhaps you 
should admit to yourself that you are working on an experimental 
song. [This] is a song wherein a writer has deliberately set out to 
'break the form'.
Acknowledging that such form-challenging songs are the exception rather than 
the rule, Webb concludes that [as he argues, 'evolved') conservatism is inherent in 
song form, at least for the moment:
The traditional boundaries of the American song create a kind of 
benign tyranny [...]. Perhaps [someone someday will] set popular
158 Joan Serra et al., "Measuring the Evolution of Contemporary W estern Popular Music," Scientific 
Reports 2 [July 2 6 ,2012 ], doi:10.1038/srep00521.
159 Webb, Tunesmith: Inside the A rt o f  Songwriting, 122-3 .
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songs free from what remains of formal restraint. There is no sign
of such an annihilator on the horizon.i^o
It appears, then, that only a small number of structural innovations are strong 
enough to enter, and fewer still to dominate, the domain. Thus, market forces in the 
form of massed listener preferences over 'generations' of purchasing/chart/airplay 
cycles will 'naturally select' the characteristics that are most likely to ensure survival. 
Csikszentmihalyi's individual-field-domain paradigm describes a constant cycle of 
creation, selection and, implicitly, rejection.
As the generations pass, some of the characteristics of individual songs can 
self-propagate; examples include tempo variation [early 1990s dance music is 
generally faster than mid 1970s disco) and the increased use of 'four-chord loops' in 
the song accompaniment [measurably more common in top 10 hits in the 2010s than 
in any previous decade).i6i,i62 Very rarely an environmental change combined with a 
particularly successful mutation begets a dramatic shift in the dominant species; the 
most obvious example in popular song's evolution is the relatively sudden shift from 
AABA or 32-bar form [the form itself famously derided by Adorno)i63 in the early part 
of the twentieth century to chorus-form songs being dominant from the late 1950s 
onwards. Adorno's excoriating critique of popular music analyses one form [the 32 
bar standard) based on the analytical criteria of another [instrumental western art 
music), thus equating the simplicity of the former [in melodic, lyric or structural 
terms) with banality.i64 Adorno does acknowledge that apparent complexity exists in 
popular music, particularly in terms of the song's underlying harmony, but suggests 
that it is always contextualised by a 'standardisation' that reduces the element of 
surprise for listeners due to their familiarity with the template. Adorno's approach can
160 Webb, Tunesmith: Inside the A rt o f  Songwriting, 122-3 .
151 Bennett, "Collaborative Songwriting -  the Ontology of Negotiated Creativity in Popular Music Studio 
Practice."
152 Joe Bennett, "Take Me down like I'm a Four-Chord Loop - Analysis of the PPL’s Most Played Songs of 
2012," Joe Bennett blog, April 17 ,2013 , h ttp ://joebennett.net/2013/04/17/take-m e-dow n-like-im -a- 
four-chord-loop/.
153 Theodore W Adorno, "On Popular Music," Studies in Philosophy and Social Science IX [1941): 17 -48 .
154 See also Simon Frith, "Why Do Songs Have Words?," Contemporary Music Review  5, no. 1 [January 
1989): 77 -96 , doi:10.1080/07494468900640551. 80
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be contrasted with William Mann's equally intellectualised discussion of the early 
work of The B e a t l e s , which is cheerfully flattering as it analyses the harmonic and 
timbrai aspects of the songs by judging them partly by the criteria of other popular 
music of the era. Popular music may be structurally self-referential, but 1 contend that 
listeners require some originality, meaning that there is a balance to be struck 
between the expected and the unpredictable. And the 32-bar standard is, to be fair to 
Adorno, a tightly constrained and clearly defined song form. It is difficult to assail any 
of his observations on the grounds of musicological accuracy.
Because songs are a market-driven art form, existing within a complex cultural 
and economic ecosystem, it may be impossible to identify accurately the manifold 
external environmental factors that may cause changes in form, but the changes 
themselves are easily statistically observable over time if a relatively robust metric is 
used. In searching for such drivers of change, we could speculate that the move 
toward chorus-based songs [from AABA form) is a result of a more assertive self­
defining youth culture demanding greater musical immediacy (socio-cultural), or a 
result of consumer empowerment of a new postwar generation [socio-economic), or 
even as the result of the increased availability of legal and illegal stimulants such as 
amphetamine and caffeine [pharmacological). The approach taken here is to avoid 
such speculation by observing the measurable musical characteristics of songs -  and 
to identify these as creative constraints upon songwriters.
2.1. Environmental adaptation
I reiterate here that my research focuses unashamedly on songs, and song 
characteristics, that have been defined by the popular mainstream. This is only one 
environment of many in popular music, and our mainstream has many tributaries. If 
market forces, in the form of single or download purchases, are a significant driver of
165 William Mann, "What Songs The Beatles Sang by William Mann | The Beatles Bible," The Times,
December 27 ,1963 , http://w w w .beatlesb ib le.com /1963/12/27/the-tim es-w hat-songs-the-beatles- 
sang-by-william-mann/.
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song form evolution in chart hits, different factors may cause changes in other forms 
of popular music. For example, Noys^^e takes the aforementioned pharmacological 
approach, suggesting that particular recreational drugs drove tempo changes in dance 
music during the early 1990s:
As [Techno] arrived in Britain [1987-88) it began to be speeded 
up by those working in this idiom from around 120 BPM to around 
150 BPM.167 In fact at the time there were references to 'Speed 
House', describing the use of the drug meta-amphetamine to enjoy 
this music. Therefore, Hardcore Dance originated in a matrix 
which was not purely to do with the widespread availability of 
Ecstasy or 'E' [an hallucinogenic known medically as MDMA) but 
also speed [the drug) and the desire for s p e e d . i ^ s
Although Noys's implication -  that drug choice caused a tempo change in an 
evolving new sub-form -  is inevitably speculative, the correlation it describes is also 
difficult to refute. Certainly it is measurably true that House music of the late 1980s 
had a higher average tempo than mainstream pop of the same era, and that many of 
the consumers of the music were drug users.
The statistical data in sales charts and metadata collections such as the Million 
Song Dataset can be helpful in providing evidence to test the 'natural selection' 
hypothesis, but it does not mean that audience selection [and the Systems Model) can 
only be applied to the popular mainstream. Anderson's Long Tail a r g u m e n t  6^9 
suggests that niche products with lower overheads can sell [online) in significant 
enough numbers to be economically self-sustaining; he implies that this is a driver of 
cultural breadth, particularly in the context of purchased audio, because such 
products would not survive in a physical retail market. Dubberi^o goes further and 
suggests that selling online empowers music creators to seize control of the means of
156 B Noys, "Into the 'Jungle,'” Popular Music 14, no. 03 [1995): 322.
157 BPM = beats per minute. In classical music terms the [usually) crotchet pulse of the music's tempo. 
The term BPM is the preferred language in popular music composition and production circles.
158 Here, Noys uses the term 'matrix' in the same way that I use the term 'environment'.
159 Chris Anderson, The Long Tail : Why the Future o f  Business Is Selling Less o f  More, 1st ed. New York: 
Hyperion, 2006.
170 A. Dubber, "The 20 Things You Must Know About Music Online," Birmingham: Andrew Dubber, 2007, 
http ://w w w .d ig itaIm usicbooks.eom /up Ioads/7 /l/6 /7 /7167198/nm s.pdf; Andrew Dubber, Music In 
The Digital Age: Making Sense o f  the Commerce and Culture o f  Popular Music, 2012, 
https://Ieanpub.com /dubber.
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distribution and bypass traditional music industry gatekeepers. Online retail may 
indeed empower creators of niche music, certainly empowers niche artists, and may 
even provide listeners with easier access to more specialised and minority-interest 
songs. But in systemic terms, such distribution changes do not change the fact that the 
listener is always a selecting consumer with an aesthetic agenda. Market forces, thus 
defined, must still apply, so listener selection continues to affect the domain of work -  
and therefore the musical/literary memes that inform songwriter behaviour. The 
relationship between market forces, statistically probable song norms, inferred 
listener preferences and songwriters' skill sets was described in one of the earliest 
'how-to' songwriting books, written by Martin Lindsay in 1955.
... this book is, as far as I know, the first attempt that has been 
made systematically to analyse the "tricks of the trade" and set 
them down so that they can be studied and mastered. This book 
sets out to show: [i) That all best-selling popular songs show 
certain specific points [characteristics] in the words or the music, 
or both; (ii) That those songs at the top of the best-seller list that 
and most many exhibit more of these specific points of songs; [iii]
From an analysis of these points, certain principles of popular 
appeal can be worked out -  and that of the songs that are rejected,
99 per cent show a violation of these principles of appeal so 
obvious that any experienced publisher or artiste can spot it in 
five seconds without having to read through the whole of the song;
[iv] That these principles can be studied and learnt by any 
enthusiastic person of average intelligence -  just as commercial 
fiction and commercial art can be studied.i^i
Lindsay goes on to assert that songs written with listener preferences in mind 
are different from songs written purely to please the creator, and that therefore 
professional and amateur songwriters will have different creative imperatives. 
Professional songwriters, he argues, are creatively constrained/motivated by the 
market in a way that 'personal' songwriters are not. Essentially, Lindsay is making the 
same observation [that songwriters who hope for success must respond to the 
'standardisation' of the market) as did Adorno in the previous decade -  both writers
171 Lindsay, Songwriting, 12-13 .
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are responding to the early 20* century commodification of pop.i^z The difference is 
that Lindsay’s pedagogical agenda is simply to explain to budding songwriters that 
song constraints exist and can be observed. Adorno, carrying a philosophical and 
sociological agenda, is critical of this state of affairs; Lindsay merely describes it, going 
so far as to illustrate the early 20* century commodification of songs using the 
analogy of shoe manufacture.
Who are you writing the song for? (We purposely avoid saying,
"for whom you writing the song?" Since, as we shall learn later, a 
pedantic insistence on the niceties of grammar is not a requisite of 
the modern song lyric!)
The answer to this question may at first seem obvious. But 
consider: if you are writing a song for your own pleasure, then you 
will not bother publishers or artistes with it. But if you do submit 
to publishers or artistes or gramophone companies, then you are 
writing for SALE. You are creating a product and offering it in the 
market.
Imagine for a moment that your commodity were not songs but 
shoes. If you need a pair of shoes purely for yourself to wear about 
the house when no one else is around, you could probably knock 
up something that would serve the purpose with a bit of leather or 
felt and a needle and thread. But if you decided to make shoes to 
offer for sale in the open market, you would have to consider 
several factors, (i) You would need to know how a strong and 
serviceable shoe was constructed; (ii) You would have to be 
conversant with the prevailing fashions and styles -  you wouldn't, 
for instance, do a brisk trade in Bond Street with elastic-sided 
boots; (iii) You would be entering a market already well served 
with good-quality products, and you would have to talk the shops 
into believing that your shoes offer the styles they were seeking at 
prices they were prepared to pay: and you would also have to 
persuade shops that in these respects your shoes were as good as 
or better than those of your competitors. To carry this last point, 
you would need to be thoroughly informed about what your 
competitors were offering; (iv) To make more realistic the analogy 
with the song market, you would need to imagine that there was 
no restriction on imports and that the market was flooded with 
American shoes produced with all the slickness of style, mass 
production know-how and alluring publicity for which America is
renowned.173
Both Lindsay and Adorno were writing in the mid 20th century, a period when 
song constraints were simpler and the 'rules of standardisation' were sharply defined
172 Adorno, "On Popular Music."
JT il^ndsay, Songwriting, 15-16.
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[most obviously shown by the towering market dominance of AABA form]. Crucially, 
this was also an era where songwriter authenticity was a less valuable market 
commodity than it is today. Mainstream consumers at the time were well aware that 
the songwriter and the performer were different people, and we can reasonably guess 
that each may have had different [but probably overlapping) fan bases. Consider the 
following four images of sheet music from the 1930s to the 1950s:
toMLi-y
MichaeL CaVi
mTRODUCtO
RICHARD
ATTENBORO
BING (R05BY
Figure 6 - 1930s-1950s sheet music covers
The earliest of these is 'Roll along Covered Wagon', written by Jimmy Kennedy,
who was one of the most successful solo songwriters of the era, and published in
1934. It was a sheet music hit in this year before an audio recording was released [the
Philadelphians in 1935), so the 1934 printed cover credits only the songwriter. In this
case, the songwriter is the star, and the only individual with whom the
listener/market can identify. Where a recording did exist, the songwriter was still
distinct [and advertised) -  songwriter Michael Carr gets more prominent billing on
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the cover of 'Somewhere in France with You' [1934) than Diana Clare, the artist who 
recorded it. Bing Crosby's 1940 recording of the [1862) Victorian parlour song 
'Beautiful Dreamer' uses Crosby's image as its primary visual motivator for purchase, 
but there is no attempt made to suggest to consumers that Crosby was a songwriter; 
the original songwriter Stephen Foster [who died in 1864) gets higher billing than 
Crosby himself. By 1950, and presumably with the help of increased listener access to 
radio and television, the artist's name and image were becoming more important, and 
the identity of the songwriter was less of a marketable commodity. In the case of the 
1950 [1 assume novelty) hit 'Choo'n Gum' not only are the artist's name and image the 
most prominent elements of the cover design, but even the [then) radio presenter 
Richard Attenborough gets more cover inches than songwriters Mann Curtis and Vic 
Mizzy.174 An interesting example of cross-media selling.i^s
2.2. Songwriting within constraint
Even if one accepts the contention that song form is defined by market-derived 
constraints, constraints themselves are not necessarily a restriction on creativity, as 
Amabilei76 acknowledges; 'People will be more creative if you give them freedom to 
decide how to climb a particular mountain. You needn't let them choose which 
mountain to climb. In fact, clearly specified goals often enhance people's creativity'. To 
quote one professional songwriter 1 interviewed, his creativity operates clearly within 
the constraints of song form, rather than necessarily challenging the form itself:
[as a songwriter] you're like a monkey in a zoo that's never known 
anything else -  you just accept your territory. The box is kind of a 
given really: it's what you do in the box that is exciting.i^;
174 It is notable, although admittedly possibly coincidental, that the performer's name [Teresa Brewer) 
uses the same font, and similar font size, as the songwriter's [Michael Carr) 16 years previously.
175 We shall see another example of this practice in the Mona Lisa case study in Chapter 4.
176 T M Amabile, "How to Kill Creativity," Harvard Business Review  76, no. 5 [1998]: 81.
177 Jez Ashurst, Jez Ashurst interview - on collaborative songwriting (April 2010), interview by Joe 
Bennett, Audio, 2010.
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The need to create unique song ideas within the constraints of popular song 
'norms' is an ever-present creative challenge for any songwriter. Deviate too far from 
the norms and the risk of commercial failure rises; stay too closely within them and 
the song may exhibit cliche -  or even plagiarism -  and fail anyway.i^s The popular 
music listener demands a limited bandwidth of novelty.
Etzkorni79 argues that market forces in popular song are a driver of cliché, and 
that successful songs beget many imitators, supporting his view with a 
contemporaneous 1950s evidence base. He makes a subjective and arguably 
indefensible judgement of the difference between cliche and 'genuine innovation', 
implying strongly that the latter is better than the former.
While there are, then, some enterprising individuals in the music 
business who will bypass established clichés and thereby support 
genuine innovation, the operating rules of the music business 
taken as a whole seem to be to ride out any storm in the proven 
vessel. Whatever seems to be favored by the public at any given 
moment is the model of success. One will note, for example, that a 
successful novelty song is usually followed by a whole series of 
imitations.
To the music business executives, then, the works of other firms 
that succeed are the models for imitation, and the general 
reluctance of other executives to do otherwise becomes further 
support for their own decisions and a model for their actions.
Thus, the social behavior patterns of successful music business 
executives [...] form reference points for the aspiring songwriter.
Etzkorn uses the pejorative term 'clichés' rather than my equivalent 
observational term 'norms', but his conclusion -  that the market helps to define song 
form -  is identical to mine [my italics):
In their endeavor to emulate the norms of successful reference 
groups, songwriters [even with a variety of backgrounds) will 
produce compositions virtually homogeneous in form and 
structure, thereby strengthening the formal rigidity o f popular 
music.
178 Marade et al. define this as 'risk’; A A Marade, J A Gibbons, and T M Brinthaupt, "The Role of Risk- 
Taking in Songwriting Success," The Journal o f  Creative Behavior 41, no. 2 [2007): 125-149 .
179 K p Etzkorn, "Social Context of Songwriting in the United States," Ethnomusicology 7, no. 2 [1963): 9 6 -  
106.
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Throughout this chapter I argue that the constraints of popular song are 
arrived at through a market-driven process resembling natural selection. Etzkorn 
acknowledges that 'genuine innovation’ can still occur (although he does not define it 
musically or literarily), and implies that such innovation can join the mainstream if 
selected by the market: in the Darwinian analogy, successful mutations survive. But 
any ecosystem also requires a large number of unsuccessful organisms to attempt -  
and fail -  to survive in the environment. Death is implicit in all evolutionary models; 
Douglas Adams summarised evolution as 'that which survives, survives', describing its 
function as 'self evident, hence tautological, but nevertheless astonishingly powerful in 
its effects'.iso The music industry has always featured a series of filters with which 
unsuccessful songs and characteristics are subtracted from the 'gene pool', with the 
final life or death of an individual song being decided by the consumer at the end of 
the production chain. Not all songwriters are successful; not all successful 
songwriters' songs are demoed; not all demos are pitched [to the band/artist or to 
industry gatekeepers); not all successful pitches are recorded; not all recorded songs 
are released; not all releases are heard by significant numbers of listeners; not all 
'heard' releases become hits; not all hits become classics. Even by the early 1960s, the 
music industry was sufficiently mature to be applying such filters to songwriters, as 
Etzkorn's data showed:
The Copyright Office of the Library of Congress, for example, 
granted 33,236 copyrights for musical compositions during 
January-June 1960. 5,646 of these are for published compositions, 
23,233 for unpublished music. [...] The numerical shrinkage from 
copyright to publication, which is evident from these data, 
continues from publication to recording, and from having cut a 
record to making a hit. The annual Billboard's Honor Roll of Hits 
for 1960 lists fifty titles for the whole year as having had 
substantial popularity. Thus, assuming that these hits are evenly 
distributed throughout the year [...] only twenty-five of the 5,646
180 Douglas Adams, "Speech at Digital Biota 2 - 'Is There an Artificial God?,"’ September 1998, 
http://w w w .biota.org/people/douglasadam s/.
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published compositions of the six months' period became
successful.181
2.3. Selective retention in creativity
As I have shown, the way in which a song (or a song characteristic) can 'die' 
due to lack of consumer interest maps easily to a Csikszentmihalyian and Darwinian 
model. However, the significant difference between societal processing of a 
songwriter's work and a true Darwinian model is the former's absence of random 
mutation -  an essential requirement for evolution. Artistic creativity is always 
intentional; evolution, and the variation that it needs, is always random. Mutation (in a 
songwriter's context, the creation of new songs or new song ideas) is deliberate 
throughout the creative process. Songwriters hope for success, defined at the very 
least as communication of their ideas to a listener. 1 do not argue that song creativity 
is random, only that there are many variations, and many unsuccessful songs. The 
over-supply of songs to the market at all levels of popular music creation and 
consumption means, effectively, that there is enough of a supply of variation for 
listener selection to take place, even though the variations from which selection is 
made are intentional rather than random. In this way my theoretical framework is 
perhaps less controversial than the 'blind-variation-and-selective-retention' (BVSR) 
theory of knowledge processes posited by Donald T C a m p b e l l , i 8 2  although 1 contend 
that his reference to shortcut processes (point 2 below) is easily attributable to 
songwriting:
1. A blind-variation-and-selective-retention process is 
fundamental to all inductive achievements, to all genuine 
increases in knowledge, to all increases in fit of system to 
environment.
2. The many processes which shortcut a more full blind-variation- 
and-selective-retention process are in themselves inductive 
achievements, containing wisdom about the environment 
achieved originally by blind variation and selective retention.
181 Etzkorn, "Social Context of Songwriting in the United States," 1963.
182 Donald T. Campbell, "Blind Variation and Selective Retentions in Creative Thought as in Other 
Knowledge Processes.,” Psychological Review  67, no. 6 (1960): 380 -400 , do i:10.1037/h0040373.
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3. In addition, such shortcut processes contain in their own 
operation a blind-variation-and-selective-retention process at 
some level, substituting for overt locomotor exploration or the 
life-and-death winnowing of organic evolution.
Campbell’s knowledge theory has divided psychological opinion in its 
application to creativity. Supporters include C s i k s z e n t m i h a l y i  (whose Systems 
Model resembles it) and Simonton (who extrapolates much from its explicitly 
evolutionary structure). More cautious scholars have added subtleties; Gaborai84 
describes the creative process as a 'context-driven actualization of potential’; 
Mumfordiss acknowledges that selection must take place, but perceives a need for a 
coherent framework that will allow us to explain why one idea is retained whereas 
others are rejected. The first part of Gabora's statement below effectively summarises 
the Systems Model of Creativity; the second part alludes to the more controversial 
view that creative processes themselves are inherently Darwinian. For my purposes, 
as 1 have outlined, only the first part need apply, because we can infer that 
songwriters are (at least) aware of market-informed constraints at all times, 
regardless of whether they choose, creatively, to observe or challenge them.
Supporters [of a Darwinian model of creative behaviour] hold not 
only that selection theory is of explanatory value where, for 
example, various brands of peanut butter compete in the 
marketplace for the 'peanut butter’ niche, and the tastiest 
'survive', but that it can describe the process by which someone 
came up with the idea of turning peanuts into a spreadable 
substance in the first place.i^e
It is, at this point, important to state that 1 do not intend to argue whether the 
creative process, or the concept of 'Creativity' itself, are truly genetically evolved 
characteristics of human behaviour. Simonton argues that creativity and 'genius'
183 Csikszentmihalyi, "Society, Culture, and Person: A Systems View of Creativity."
184 L Gabora, "Creative Thought as a Non Darwinian Evolutionary Process," The Journal o f  Creative 
Behavior 39, no. 4 [2005]: 262-283 .
185 Michael D Mumford, "Blind Variation or Selective Variation? Evaluative Elements in Creative 
Thought.," Psychological Inquiry 10, no. 4 [October 1999]: 344-348 .
186 Gabora, "Creative Thought as a Non Darwinian Evolutionary Process."
187 Dean Simonton, Origins o f  Genius: Darwinian Perspectives on Creativity. Oxford: Oxford University 
Press, 1999.
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may have origins in human evolution; Csikszentmihalyi suggests that the brain has 
evolved to reward us psychologically for maintaining a creative state, creative 
behaviours conferring a survival advantage. Gabora posits that the 
experiential/cultural intentionality of the creative process makes any application of 
Darwinian theory meaninglessly reductive, although she does acknowledge the role of 
selection and indeed uses the term 'non-Darwinian evolution'. This chapter aims only 
to acknowledge the constraints of popular song form and practice, and to provide 
evidence for song characteristics' normalisation through market forces. Achieving this 
aim requires a large dataset [e.g. sales charts over many years) and the application of 
a Systems Model of Creativity. To infer the creative constraints within which 
songwriters operate, we need only observe the effects of evolution on extant songs. 
When we view an organism in nature we cannot know all of the influences upon its 
evolution -  we see only the result of these influences in the self-evident fact that the 
organism has survived those environmental factors that were potential threats to its 
reproductive capability.
We are like detectives who come on the scene after a crime has 
been committed. The murderer's actions have vanished into the 
past. The detective has no hope of witnessing the actual crime 
with his own eyes. [...] What the detective does have is traces that 
remain, and there is a great deal to trust there. There are 
footprints, fingerprints [and nowadays DNÀ fingerprints too), 
bloodstains, letters, diaries. The world is the way the world should 
be if this and this history, but not that and that history, led up to 
the present.189
A popular musicologist playing the role of Dawkins' imaginary detective can 
look only at the characteristics of the surviving organism [and, to some extent, of its 
successful ancestors), and of the immediate generative action [a songwriting or studio 
session) that led to its creation. It may be possible to make educated guesses about the 
environment in which a song's ancestors were created, but no researcher -  even an
188 Gabora, "Creative Thought as a Non Darwinian Evolutionary Process.”
189 Richard Dawkins, The Greatest Show on Earth : The Evidence fo r  Evolution. London: Black Swan, 2010, 
16.
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individual songwriter -  could ever deconstruct the impossibly large qualitative 
dataset of a lifetime's cultural experience leading up to a single creative act by an 
individual, still less triangulate these data against point-to-point decision-making 
while creating a musical work. It is enough to acknowledge that observable 
constraints exist with statistical regularity within songs, and that these constraints are 
a part of the landscape of songwriting practice.
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3. Creativity
The poet is a light and winged and holy thing, and there is no 
invention in him until he has been inspired and is out of his senses... 
for not by art does the poet sing, but by power divine.
PlatQi^o
The best o f artists hath no thought to show 
Which the rough stone in its superfluous shell 
Doth not include: to break the marble spell 
Is all the hand that serves the brain can do.
Michelangeloi^i
The quotations above describe two opposing perspectives on the creative 
artist, which I shall refer to as the Poetic and the Artistic. 1 use both terms in the sense 
that Plato would have meant them -  that the Poetic refers to divine or supernatural 
inspiration ['genius', perhaps), and the Artistic to the application of learned skills -  
implicitly within a pre-existing cultural framework. Michelangelo expresses the 
arguably romantic belief that the statue notionally pre-exists within the marble [itself 
an interesting creative constraint), but appears to support an Artistic view that the 
artist's role is, intellectually and knowingly, to guide the hand to free the sculpture. In 
Barthes' terms, songwriters would be considered Scriptors [individuals whose work is 
necessarily imitative due to the extant writings of others). In his context, the idea of a 
songwriter being an Author [an individual whose true identity is communicated 
authentically through the text) would perhaps be inherently impossible because of the 
prerequisite constraints of song. This arguably makes the philosophical notion of a 
'genius songwriter' an oxymoron.
The responsibility for a narrative is never assumed by a person 
but by a mediator, shaman or relator whose 'performance' -  the 
mastery of the narrative code -  may possibly be admired but 
never his 'genius'. [...]
190 Plato,/on 380AD, http://classics.m it.edu/Plato/ion.htm I.
191 Michelangelo Buonarroti and Tommaso Campanella, Sonnets, trans. John Addington Symonds, Project 
Gutenberg E-Book, 1878 1623, h ttp ://w w w .gutenb erg .org /cache/epub /10314/pgl0314 .h tm l.
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We know now that text is not a line of words releasing a single 
'theological' meaning [the 'message' of the Author-God) but a 
multi-dimensional space in which a variety of writings, none of 
them original, blend and clash. The text is a tissue of quotations 
drawn from the innumerable centres of culture. [...] The writer can 
only imitate a gesture that is always anterior, never o r i g i n a l . i ^ z
Thus, if the songwriter's task is [at least to some extent} to act as a Schptor 
and effectively blend extant [song) writings from 'innumerable centres of culture', the 
creative act [and, as we shall see, the law) must require the particular blend to be 
unique and/or for some new element to be added to the blend. Effective songwriting 
therefore requires both knowledge of what has gone before and the ability to 
recognise aesthetically attractive originality [in the context of what has gone before) 
whenever it occurs during the songwriting act.
In this chapter 1 analyse the songwriter's creative process, as described by 
songwriters themselves, and triangulate these descriptions with views of creativity 
described in law, musicology, cognitive psychology and philosophy. It is my contention 
that songwriters take an Artistic rather than a Poetic role when creating new work -  
that is to say, that there are many identifiable practical [and often prosaic) problems 
that must be solved during the songwriting process, and that there is no supernatural 
or divine force at work in songwriting [nor, by implication, in any human creativity). 
This chapter will focus mainly on songwriters, though it is, of course, impossible to 
ignore the role of the listener in the emotional and commercial effectiveness of a 
songi93. Songwriter David Byrne takes the view that a song is an implicit contract 
between creator and recipient, with the songwriter/artist as a communicator but also 
as a knowing manipulator:
192 Roland Barthes, "The Death Of The Author," in Im age/M usic/Text London: Fontana, 1 9 7 7 ,1 4 2 -1 4 8 .
193 In Barthesian terms, a song could be said to be both 'readerly' (in that the listener receives meaning 
based on extant cultural mem es of song construction) and 'writerly’ (in that the listener may 
construct meaning for them selves, for example, by finding unintended meaning in the more 
abstruse/w ooly lyrics of Oasis and Coldplay). Although I would argue that a readerly interpretation of 
songwriting is more accurate due to the self-referential nature of popular music and the structural 
constraints acting upon song, I maintain that the consumer's own listening history plays an important 
implicit part in the w ay a song communicates. David Byrne goes as far as to consider the listener a 
creative collaborator.
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Making music is like constructing a machine whose function is to 
dredge up emotions in performer and listener alike. Some people 
find this idea repulsive, because it seems to relegate the artist to 
the level of trickster, manipulator, and deceiver — a kind of self- 
justifying onanist. They would prefer to see music as an 
expression of emotion rather than a generator of it, to believe in 
the artist as someone with something to say.i94
Byrne implies, in Barthesian terms, that the audience values the ideal of the 
authentic and partly autobiographical Author, but contrasts this with his first-hand 
experience as a songwriter [and as a fan of other songwriters) where he clearly 
believes songwriters to be Scriptors. The songwriting act is guided by the intention to 
evoke a response in the listener, and is implicitly based on 'techniques' that have been 
known to work in popular songs. Many successful [particularly mainstream) 
songwriters share Byrne's viewpoint.i9s
As we have seen in Chapter 1 -  the examples of Bugg, Bostic and Blunt -  the 
Poetic view of the songwriter as a Barthesian Author has more economic and cultural 
value [than the Artistic view) because it communicates an authenticity that motivates 
the listener to engage with the work:
The idea that musicians who appear to be down-home or seem to 
be conveying aspects of their own experience, must therefore be 
more real. It can be disillusioning to find out that the archetypal 
rock-n-roll persona is an act...
Indeed, contriving the Artistic to imply the effortlessly Poetic is perhaps an 
essential part of the creator's skills et, as WB Yeats attests:
A line will take us hours maybe; Yet if it does not seem a moment's 
thought, our stitching and unstitching has been naught.i^?
194 Byrne, How Music Works.. Kindle edition -  Location 2597. It is interesting to note the arguable 
similarity betw een Barthes’ ‘mediator, shaman or relator' and Byrne's 'trickster, manipulator and 
deceiver' -  I suggest that Byrne's adjectives are simply an amplified and more pejorative version of 
Barthes'. It should be noted that Byrne seem s to have arrived at his description independently; he 
makes no direct reference to Barthes' writing.
195 Carter, Writing Together: The Songwriter’s Guide to Collaboration-, Zollo, Songwriters on Songwriting.
196 Byrne, How Music Works.
197 William Butler Yeats, 'Adam's Curse,' 1912, 
http://poetry.about.eom /od/poem s/l/blyeatsadam scurse.htm .
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3.1. Originality in context
A song must be demonstrably original in order to be unique in the 
marketplace, and also to avoid infringing other songwriters' intellectual p r o p e r t y i ^ s .  
This requisite originality is demonstrated through its dissimilarity to all other songs. 
We have seen that this dissimilarity cannot be measured using the constraints/norms 
of song (form, lyric theme, duration^^Q etc.) because they are ubiquitous, or at least 
common to many works. It must therefore be measured through the identifiable 
characteristics that make a song unique within these constraints. In musical and 
literary terms, the carriers of originality in a song include melody, lyric, harmony (to 
some extent), and the 'performance' as enshrined in the recording. In legal and 
economic terms, the performance is distinct from the song, due to the two separate 
copyrights that persist in recording and publishing respectively. Nevertheless, in 
creative practice (and in the ears of listeners) the distinction is not so clear, as we 
shall see.
Given the constraints of song form and characteristics discussed in the 
previous chapter, we could say that the creative task of a songwriter is to make an 
identifiably unique object within (or a least in the context of) certain known musical 
and literary constraints. One of the roles of copyright law is to make a distinction 
between common song characteristics (that cannot be protected in law because they 
exist in a number of works) and unique song characteristics (those which pertain 
exclusively to an individual work). If, for example, a songwriter were to compose 
'melody C' using five or six notes that were identical to the equivalent notes in 'melody
198 There are, of course, many songs that legally or illegally use excerpts from other songs, and w e shall 
discuss deliberate allusion, copying and sampling later in this chapter.
199 To be slightly pedantic but fully accurate, duration is an occasional exception to this rule, used as it is 
by collection agencies such as PRS For Music (UK) as part of the song's metadata which, when  
triangulated with the title and composer, can identify a (recorded) song as distinct from another in 
song databases. My general point is that duration cannot be a unique song characteristic on its own  
and it is therefore not subject to copyright.
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B' from an earlier song, they would infringe the copyright in song B^ oo. But if it could 
be proved that melody B itself was not original, the composer of song B would have no 
claim to its ownership in the first place and therefore no property to protect. In legal 
practice, such proof is typically achieved by finding an identical fragment of 'melody 
A', often from an extant non-copyright work from the western 'classical' music 
repertoire. In this situation the composer of melody C and melody B would both be 
copying legallv from repertoire, melody A's copyright having expired. From a legal 
point of view, nothing of economic value has been copied because no subsisting 
copyright has been infringed. This is referred to in law, including patent law, as a Prior 
Art defence. It is not always successful and if there is any dissimilarity between the 
works (and there usually is) a court has to make a judgement, which in turn becomes 
case law and may inform future judgements. Such judgements are often highly 
qualitative and musically specific. In melody cases, the length of the note chain (i.e., 
the number of identical consecutive musical events) is an extremely significant factor 
in determining the likelihood of similarity, because the implied probabilities (i.e. the 
odds against melodies being coincidentally similar) increase 
arithmetically/exponentially as more events are added. This is not an exact science, 
and specific numerical probabilities of melodic similarity are to be treated with 
caution, as Frieler and Riedeman assert:
One common counter-argument against the plausibility of the 
process of a true independent recreation without knowing the 
original song is the asserted high improbability of re-creation of 
even a short melody. On strictly combinatorial grounds this claim 
seems to be justified, e.g., by considering only 12 pitch classes and 
a rest distributed over 16 possible semi-quaver positions in a bar, 
there are 1316 combinations which roughly equals 6.7xlQi7 
possible one-bar melodies. However, the vast majorities of these 
combinations are not genre-conforming or musically meaningful 
entities. If you think of a four-bar pentatonical pop melody with 
typically about 16 notes in length, the number of estimated 
melodies drops down to 1.5x10^, which is still a very large 
number. So even by only considering four-bar units of melodies.
200 Throughout this document, in any references to real or hypothetical legal discussions I will be 
referring to US or UK copyright law unless stated otherwise.
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the probability of a true independent (re-)creation appears to be 
fairly low. 201
Unlike the creative act itself, Prior Art cases do not necessarily always take 
account of cultural influence. If the 'original' melody A in our example came from an 
obscure (long-dead) composer whom the composers of melodies B or C are unlikely to 
have heard of, it would still be possible for the composer of melody C to use a Prior Art 
defence as long as melody A was in the public domain. And in law, even works that are 
identical to each other may not necessarily infringe copyright as long as any similarity 
is not the result of intentional copying. In Boden's terms, the law tries to protect both 
'H-Creativity' (that is, historical uniqueness) and 'P-Creativity' (uniqueness only on the 
creator's own terms);
[there is a distinction between] 'psychological' creativity and 
'historical' creativity (P-creativity and H-creativity, for short). P- 
creativity involves coming up with a surprising, valuable idea 
that's new to the person who comes up with it. It doesn't matter 
how many people have had that idea before. But if a new idea is H- 
creative, that means that (so far as we know) no one else has had 
it before: it has arisen for the first time in human history. Clearly,
H-creativity is a special case of P-creativity. For historians of art, 
science and technology -  and for encyclopedia users, too -  H- 
creativity is what's important.202
In actual song copyright disputes, it is almost always H-Creativity -  the 
objective uniqueness of the artefact -  that is at issue. However, for plagiarism 
purposes the definition of originality implicit in the explanation below is synonymous 
with P-Creativity because of'independent creation'.
Literary, dramatic, musical and artistic works will only be original 
if they are the result of independent creative effort. They will not 
be original if they have been copied. The key to protection is
201 K Frieler and F Riedemann, "Is Independent Creation Likely to Happen in Pop Music?” Musicae 
Scientiae 15, no. 1 [March 1, 2011): 17 -28 , doi:10 .1177/1029864910393406.
Note: Frieler and Riedemann conclude from their experiments that accidental similarity has indeed  
taken place, and use this conclusion to imply -  albeit cautiously -  that inadvertent plagiarism might 
occur randomly given the constraints of genre. I do not agree that the melodies they cite (and 
transcribe] are sufficiently similar to trigger an accusation of plagiarism, and suggest that my v iew  is 
supported by US/UK case law (and my own experience of forensic musicology for music industry 
clients). Dissimilarity thresholds in melody are often fairly low, precisely because of the genre 
constraints that are acknowledged in Frieler and Riedemann's work.
202 Boden, The Creative Mind : Myths and Mechanisms. 2-3
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independent creation. Even if two works are almost identical they 
will still be original if they have been created by their respective 
authors independently of each other.203
In my own experience as a teacher of songwriting, student musicians often
assume that legal definitions of song originality are clearly enshrined in law in
musically identifiable ways, but this is sadly and unhelpfully not the case. Song 
plagiarism case law204over the last 110 years demonstrates that judgements can be 
musically controversial, variable according to non-musical factors [such as legal 
technicalities, contemporaneous cultural assumptions about music or even a judge's 
personal views on popular music) and, over time, inconsistent or contradictory. For 
example, there is no musically specific threshold that defines a permitted amount of 
melodic copying, because melodies can have different levels of meaning, uniqueness 
or value depending on their context. There is, contrary to popular belief among some 
musicians, an effective limit on the duration of an audio sample of a copyright 
recording that is permitted without permission (zero!), although the outcomes of 
court cases do not necessarily reflect this consistently. This is due in part to the fact 
that (UK) copyright law requires a 'substantial part' of a work to be copied before 
copyright is infringed, meaning that the adjective 'substantial' must frequently be 
interpreted qualitatively by the courts:
Copyright is only infringed if the unauthorised use involves the 
whole or a 'substantial part' of the copyright work. However even 
small parts of a copyright work may count as a substantial part.
What is or is not a substantial part is assessed on the basis of 
quality rather than quantity. The question is therefore whether the 
level of skill and effort invested in producing the relevant part of 
the work is substantial rather than whether the relevant part 
constitutes a substantial portion of the whole w o r k . 2 0 5
Law is important in a discussion of songwriting creativity because it defines 
what is original and so is an ever-present constraint upon the creative process. Any
203 Pinsent Masons LLP, "Copyright Law: The Basics," 2008, h ttp://w w w .out-law .com /page-5633.
204 Charles Cronin, "Music Copyright Infringement Resource - Sponsored by USC Gould School of Law," 
accessed January 25 ,2013 , http://m cir.usc.edu/cases/1920-1929/Pages/heinharris.htm I.
205 Pinsent Masons LLP, "Copyright Law: The Basics."
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work that infringes another’s copyright cannot be released without risking financial 
penalty and/or legal action. So we can reasonably assume that songwriters are always 
creatively incentivised to avoid plagiarism. But as we have seen, songwriting is a 
culturally self-referential and intertextual act, songs being composed with known 
statistical constraints, within which the songwriter must achieve uniqueness. 
Songwriters therefore need to be in a constant state of comparison during the creative 
act, evaluating ideas not only for their artistic merit but also for their similarity to 
extant works.
But some similarities are more equal than other similarities. In law, as we have 
seen, two copyrights subsist -  the song and the sound recording, the former being 
sometimes subdivided into a musical work and a literary one i.e. music and lyrics. 
These two Intellectual Properties are protected by separate copyrights, and their 
creators -  songwriters and performers^oe respectively -  are economically separately 
rewarded. But the economic and cultural value of the sound recording, measured 
through manifestations of the listener experience such as gig attendance, airplay, 
online streaming and purchases, does not discriminate between the two objects so 
conveniently. This creates a definable problem when making legal judgements 
regarding the originality of a work. In the US courts, 'lay listener' tests are often used 
to identify potential similarities between compositions. L u n d  207 points out the 
absurdity and potentially prejudicial nature of this practice, and proves empirically 
that lay listeners cannot consistently differentiate between song and track.
Music recordings consist of two distinct copyright protections: [1) 
a copyright in the underlying composition [the Composition 
Copyright) and [2) a copyright in the sound recording [the
206 Legally speaking, the performer may not necessarily be the owner of the Sound Recording. It is owned  
by w hoever paid for the recording session. Consequently, record companies usually own the sound 
recording, unless the performer has recorded the song using his or her own means. Similarly, the 
copyright in the song may be owned by a music publisher, who acts on behalf of the songwriter. In the 
case of music publishing, it is common for the publisher and the songwriter to have joint/partial 
ownership of the copyright.
207 j Lund, "An Empirical Examination of the Lay Listener Test in Music Composition Copyright 
Infringement," Available at SSRN 2030509 (2012), 
http://papers.ssrn.com /soI3/papers.cfm 7abstra ct_id=2030509.
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Recording Copyright). The most popular test for Composition 
Copyright infringement, the Lay Listener Test, conflates the two by 
having jurors listen to sound recordings. Playing the sound 
recording in a Composition Copyright case invites the jurors to 
make the wrong comparison, comparing the sound recordings, 
rather than the compositional elements underlying each 
recording.
To test this potential for prejudice, an experiment was conducted 
replicating the Lay Listener Test in a controlled setting.
Experiment participants were presented two pairs of music from 
actually litigated composition infringement cases. The participants 
were asked to assess the similarity of the allegedly infringing 
compositions as would jurors performing the Lay Listener Test.
One set of participants heard the songs performed similarly, i.e. 
same timbre, orchestration, tempo, key, and style. The other 
participants heard the identical compositions but performed 
differently, i.e. different timbre, orchestration, tempo, key, and 
style. Participants consistently rated compositions performed 
similarly as being more compositionally similar than identical 
compositions played dissimilarly, suggesting that the Lay Listener 
Test introduces prejudicial elements into the jury's determination 
of substantial similarity.
Lund's 2011 findings demonstrate under experimental conditions a musical 
truism that has been known to songwriters, performers and producers since the early 
to mid 20* century -  that listeners do not respond to the song and the performance 
separately.
Separating song from track may be unnecessary aesthetically and 
perceptually, but it is essential economically, administratively and legally. The 
copyright-enforced economic division between the two objects creates a motive for 
songwriters that almost certainly affects their creative processes and practices. A 
songwriter is, in economic/copyright terms at least, required to create only topline, 
lyric and harmonic backing -  other aspects of the music production process being 
arguably collaborative, as Etzkorn identified in the 1950s:
When the serious composer completes a composition, he has in his 
hand a fully worked-out musical score which permits a trained 
reader to pre-hear the actual musical realization in all its detail. 
Popular songwriters, however, do not go into such detail when 
they prepare their compositions even if they go as far as to write 
them out on staff paper. Creative contributions of professional 
music arrangers, record producers, performing vocal artists and 
instrumentalists usually considerably supplement the original 
songwriter's version. This does not necessarily imply that these
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musical arrangements, made by persons other than the 
songwriter, distort his original intentions; rather it points to one 
of the major differences between the work styles of serious and of 
popular composers. The popular songwriter is immediately 
dependent on the cooperative action of other skilled individuals 
who can give form to his creation by writing out a score for it, or 
by recording a demonstration record for him, or by supplying the 
harmonic backing for his melody, or, perhaps, by presenting it to a 
particular performing artist, zos
Admittedly, Etzkorn's description of the songwriting process -  and its 
industrial context -  would not be recognised by many 21st century songwriters, 
particularly those who self-produce and self-perform their recordings, because 
'melody' may be demoted or postponed in the hierarchy/timeline of song-making 
activities. But although early 21 t^ century songwriters may not now always need to 
rely so explicitly on others further along the production chain, in matters of 
composition copyright, the law continues to protect melody more heavily than more 
nebulous (and higher-bandwidth) musical parameters such as vocal style, timbre or 
recorded production values that are defined in a recording.
3.2. Originality thresholds and 'newness'
We have seen that songwriters are inevitably partly economically motivated; 
even if money itself is not a stated goal of the creative process, the desire to create 
something that affects a number of listeners in implicit in all songwriting. Returning 
briefly to Boden's three adjectives new, surprising and valuable, we will now focus on 
the first of these. How is 'newness' defined by songwriters, listeners and the music 
industry?
A song is required to be original; if it is not original enough, it is plagiaristic. In 
(UK) copyright law, the threshold for plagiarism is defined as copying the whole of a 
work or a 'substantial part' of the w o r k . 2 0 9  Importantly, substantiality is defined
208 Etzkorn, "Social Context of Songwriting in the United States," 1963.
209 Intellectual Property Office, Concept House, "Intellectual Property Office - Enforcing Copyright - 
Substantial Part," Text, September 20 ,2006 , h ttp ://w w w .ipo.gov.uk/types/copy/c-m anage/c- 
useenforce/c-enforce/c-enforce-subpart.htm.
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qualitatively rather than quantitatively.210 As we have seen, 'song' and 'recording' are 
two different properties, with their attendant copyrights often owned by different 
parties. Because a recording represents a manifestation of a song, it is possible to 
infringe a song copyright [for example, by copying a lyric or a melody fragment) 
without infringing a recording copyright. For the same reason, it is logically 
impossible to infringe a recording copyright without also infringing the song. Thus, 
'song only' plagiarism disputes may focus on purely musical/literary copying where 
no audio copying [i.e. audio sampling) has taken place. Recording-based disputes 
usually involve both of these intellectual properties i.e. the song and the recording, 
copying the former being an inevitable consequence of copying the latter.
Copyright law is one of the drivers of subtractive behaviours in songwriters 
[who, we recall, are required to create something new). Most experienced songwriters 
know that they cannot copy someone else's melody or lyric to the extent whereby 
such copying is apparent to the listener. Therefore, during the songwriting process, it 
is common for a writer or a co-writer to identify inadvertent plagiarism where it 
occurs and discard those ideas because they are too similar to extant works, 
particularly if such works are well known to listeners, because any obvious plagiarism 
may diminish the song's value [whether measured in economic or cultural terms). The 
collaborative process increases the likelihood of inadvertent plagiarism being 
detected because more than one songwriter's listening history is present in the room. 
In practice, as my case studies will show, a collaborator frequently identifies 
plagiaristic stimuli provided by the Other and vetoes or adapts them. Indeed, the 
efficient identification and subtraction of unusably plagiaristic elements may 
incenti vise co-writing itself, as songwriter Dominik Boncza-Skrzynecki attests:
210 The author has personal experience as a forensic musicologist for the Music Publisher's Association  
(UK), advising music publishers, songwriters, legal professionals or the law courts on the 
musicological similarities or differences betw een works. For an example of court proceedings 
featuring Bennett's work in this area, see Naxos Rights International Limited V. Project Management 
(Borders) Limited + Keith Joseph Salmon, 09 October 2012, Lord Glennie, Edinburgh, 2012, 
http://www.scotcourts.gov.uk/opinions/2012CSOH158.htm I
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I find similarities [to existing songs] pretty much in every co-write.
When you're co-writing you get that instant feedback, so it's a 
more obvious and conscious thing. You have someone with you 
who is immediately going to say whether or not your idea sounds 
like something that already exists.
When you're writing on your own, you might have the same 
concerns but you might not be able to think of [the source of the 
plagiarism]. You might think it's familiar, but it's only when you 
start performing it in front of people that you can test whether or 
not anyone's going to pick it out. 211
Inadvertent plagiarism is common among songwriters, and may be a 
manifestation of what Théodore Flournoy first described as Cryptomnesia -  that is, 
mistaking a forgotten memory for a new o n e .2 1 2  Carl Jung stated that the phenomenon 
'can mislead the scientist, author or composer into believing that his ideas are 
o r i g i n a l ' . 2i 3 jung later posited that the ability to recognise newness is a prerequisite 
for processing potentially cryptomnesiacal ideas:
Only those associations which have once passed through our 
conscious minds have the quality of being known ... consciousness 
m u st... ask each thought: Do 1 know you, or are you new?2i4
Interestingly, Jung contrasts 'genius' with cryptomnesiacally-recalled 
information, implying that the former requires adaptation of existing ideas. In this 
respect his view of genius aligns with Boden's [of requisite newness) and Arthur 
Koestler's concept of bisociation [i.e. new ideas being created by combining extant 
ideas). Jung implicitly acknowledges that even geniuses may be adapting raw material 
that is cryptomnesiacally generated.
The work of genius is very different [from cryptomnesia]; it 
fetches up these distant fragments [that may individually be
211 Dominik Boncza-Skrzynecki, Interview discussing challenges and processes when writing songs.. May 
2013.
212 Théodore Flournoy, From India to the Planet Mars: A Case o f  Multiple Personality with Imaginary 
Languages. Princeton, N.J: Princeton University Press, 1994. Originally published: Harper & Bros., 
1901.
213 Carl Gustav Jung, "On the Psychology and Pathology of so-Called Occult Phenomena," P ^chiatric  
Studies (1902): 3 -88 .
214 Jung, Psychiatric Studies. London: Routledge, 1905, pp.98-100
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recalled cryptomnesically] in order to build them into a new and 
meaningful structure.^::
Perhaps the most famous case of cryptomnesia in popular music is George 
Harrison's plagiarism of the 1962 Ronnie Mack song 'He's So Fine' in the melody and 
chords of his 1970 hit 'My Sweet Lord'. Judge Owen's 1976 verdict acknowledges the 
unintentional nature of Harrison's plagiarism but concludes that this does not make 
the copying any less infringing of the plaintiffs copyright [my italics):
1 conclude that the composer [Harrison], in seeking musical 
materials to clothe his thoughts, was working with various 
possibilities. As he tried this possibility and that, there came to the 
surface o f his mind a particular combination that pleased him as 
being one he felt would be appealing to a prospective listener; in 
other words, that this combination o f sounds would work. Why?
Because his subconscious knew it already had worked in a song 
his conscious mind did not remember. Having arrived at this 
pleasing combination of sounds, the recording was made, the lead 
sheet prepared for copyright and the song became an enormous 
success. Did Harrison deliberately use the music of He's So Fine? 1 
do not believe he did so deliberately. Nevertheless, it is clear that 
My Sweet Lord is the very same song as He's So Fine with different 
words, and Harrison had access to He's So Fine. This is, under the 
law, infringement of copyright, and is no less so even though 
subconsciously accomplished.216
The judgement shows a surprising level of sensitivity to Harrison's non- 
plagiaristic intentions [surprising, that is, considering that the eventual level of 
damages awarded against him was almost $1.6m!). The description of the creative 
process [italicised above) is one that 1 recognise from my interviews with songwriters, 
and is remarkably similar to the statements they make about non-plagiaristic 
activities. That is to say, for many songwriters, the creative act consists partly of 
searching for that which may be 'appealing to a prospective listener'. During this 
creative treasure hunt, then, some of our explorers may stumble upon a tomb that has 
already been raided.
215 Jung, P^chiatric Studies; Steve Myers, "The Cryptomnesic Origins of Jung’s Dream of the Multi- 
Storeyed House," Journal o f Analytical Psychology 54, no. 4 (2009): 513-531 .
216 Bright Tunes Music Corp. v. Harrisongs Music Ltd., 420 Federal Supplement (United States District 
Court 1976).
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3.3. Copyright and similarity
In the previous chapter I suggested that the constraints and conventions of 
popular song are a manifestation of listeners' shared appetite for reappropriated 
ideas. But the law prohibits the reappropriation of ideas if they are insufficiently 
modified. Put another way, popular songwriting is derivative of itself, but plagiarism is 
theft. These two opposing forces create a tension around the lower threshold of 
originality that songwriters must address. This threshold can be defined, measurably 
and historically, by reference to specific songs that have (or have been proved not to) 
infringe prior songs. In music copyright terms, the amount of copying of other songs 
that is 'allowed' is defined by case law.
However, there are some aspects of the listener's experience of popular song 
that cannot be copyrighted because they cannot easily be owned. And they cannot be 
owned because they are not unique to a particular work. Here, the law experiences a 
difficulty in terms of its application of musicology. There are some combinations of 
musical attributes that are unique to a particular work, but none of them can be 
protected in isolation. Below I set out four c o p y r i g h t ^ i ^  case studies that illustrate the 
challenges songwriters face when intentionally referencing existing work, and discuss 
the attendant creative acts in relation to ownership of the created object.
217 Not all of these are copyright disputes in terms of case law; rather, they are examples of songs that are 
derivative of a previous song in som e way. As w e shall see, the outcome of the song’s ownership  
varies w idely and is not proportional to the extent of the subjective similarity.
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3.3.1. ‘Live While We're Young' and ‘Should I Stay or Should I Go?'
J =112
Electric guitar
D D (unpitched mute with plectrum)
Figure 7 -  ‘Should I Stay Or Should I Go’ (intro)
(Topper Headon, Mick Jones, Paul Simonon, Joe Strummer)
The notation above is a simplified transcription of the first two bars of'Should 
I Stay Or Should I Go?' by The Clash (1982). Being a transcription of the guitar 
introduction, it represents a part of the song that is arguably the Intellectual Property 
of Headon, Jones, Simonon and Strummer [and their publishers). In performance -  live 
or recorded -  it is instantly recognisable as being specific to one, and only one, musical 
work. Clearly, it would be difficult to assert ownership of the individual elements of 
this transcription. The chord pattern of 1>1V>1 across half bars appears in many works, 
as [presumably) does the rhythmic pattern of seven quavers starting with a quaver 
rest, ending in a downbeat. Unpitched mutes^is were not invented by The Clash, nor 
was the particular inversion of a D chord created when a guitarist frets the best- 
known ‘open D' chord shape in normal EADGBE tuning. However, the combination of 
these elements using what a lawyer might call the ‘skill and labour' of Strummer et al
could be consideredtblDé unique [to SISOSIG) and possibly protectable in copyright.
J  =124 
Electric guitar
(unpitched mute with plectrum)
Figure 8 -  ‘Live While We're Young' (intro)
(Rami Yacoub, Carl Falk, Savan Kotecha)
Shown above is a transcription of bars 1-2 of the 2013 hit 'Live While We're 
Young', as performed by UK boy band One Direction. In compositional terms [as
A guitar technique whereby the player prevents the strings from ringing out by muting them with the 
fretboard hand, then strums with the plectrum to create a percussive sound with no discernible pitch 
value. Unpitched mutes are a well-known guitar technique in rock music, and have been extensively  
y s e d  by notable players such as Nirvana's Kurt Cobain and U2’s The Edge.
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notated here in simplified chord-sheet form), it differs from the previous example by 
only one quaver placement -  the D chord at the end of bar 1. The introduction to the 
song is almost certainly a deliberate musical reference to SISOSIG.219 in performance, 
though, the allusion to the prior work is only identifiable because of the combination 
of compositional elements [i.e. that which can be notated) and 
production/arrangement elements: the [two) electric guitars use a slightly overdriven 
amp sound with a short reverb; the part is performed unaccompanied, and features 
unpitched mutes in bar 2, played on beats two, three and four only on the highest- 
pitched strings of the instrument. In combination, these elements may convince the 
listener that s/he is hearing part of a song by The Clash. This adds cultural value to the 
recording, and has an attendant economic value. But Strummer et al are not credited 
as co-writers of the later work. This is due to the fact that law historically favours 
those elements of a song that can be codified -  usually in the form of traditional music 
notation. In compositional terms, the writers of LWWY have only changed one 
significant element of the introduction of SISOSIG -  the D chord at the start of bar two 
has been moved by one quaver. 220 if the notation is analysed on its own, the similarity 
is less obvious because the musical information on display is so simple, and because of 
the aforementioned quaver edit. But in performance, the later work is easily 
identifiable -  by any listener who is familiar with The Clash -  as being derivative of the 
earlier one, because composition and production combine in the listener's brain to 
make a memorable -  and therefore valuable -  musical experience.
219 This is of course speculation on my part, but the combination of so many simultaneous similarities 
[harmonic content, tempo, instrumentation, rhythmic content and unpitched mutes) in the exact same 
bar placements makes coincidental similarity extremely unlikely.
220 The chord inversions and voicings are slightly different betw een the works, but this is a musical 
nicety that is lost on the listener because of the overall combination of similar elem ents in the One 
Direction song.
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3.3.2. 'Black Night' and 'Summertime'
-Jf—tt-1-2---- ^—
— # t — J J— # 1 J— # — #
Figure 9 -  'Black Night' intro riff - excerpt
(Ritchie Blackmore, Ian Gillan, Roger Glover, Jon Lord and Ian Paice jzzi 
The above-notated two-bar excerpt would be easily recognisable to any
(music-reading) Deep Purple fan as the riff from 'Black Night'. The song was released
as a single in 1970 and appears on the band's famous album Deep Purple In Rock.222 On
the recording, the riff is played by guitar, bass and organ in parallel octaves, and it
appears at the end of each chorus, as well as forming the bulk of the introduction.
In repertoire terms, there can be little disagreement that UK rock culture
considers this to be a Deep Purple riff, representing part of a canonical rock classic.
Musically, legally and creatively, though, this is not the case, as the riff was certainly
composed at least 8 years earlier, and not by Blackmore et al. Deep Purple bassist
Roger Glover describes the songwriting and studio session:
When we made [the album] In Rock, the record company insisted 
that we should also do a single. We thought we were non­
commercial and wanted to be taken seriously, so we tried to 
refuse: "We are an album band, we don't want any hit-single." 
Anyway the record company insisted that we had to make 
something that the BBC and other radio stations could play.
We went to the studio without any inspiration and tried this and 
that, but nothing seemed to work. Finally we went to lunch at a 
pub. Of course it turned into uncontrolled drinking. We were in 
the pub until they closed and finally we all were totally drunk. 
Ritchie [Blackmore - guitarist] and 1 were first ones back in the 
studio. Ritchie took his guitar and played a riff, which sounded 
awfully great for me. 1 said "you did it, this is going to be our 
single". 1 was excited, but Ritchie said "Absolutely no way, it is 
'Summertime' by Ricky Nelson". With drunken stubbornness 1 
held on to that idea and finally 1 had my way.
The backing track, over which we just played everything that fell 
into our minds, was ready less than hour later, and Gillan and 1 
wrote as stupid lyrics as possible. The name 'Black Night' was
221 The song 'Black Night’, in which this riff appears, was composed around 1970 and performed by Deep 
Purple. The song’s composers are credited as Ritchie Blackmore, Ian Gillan, Roger Glover, Jon Lord 
and Ian Paice -  the five members of Deep Purple at the time. However, as w e shall see, it may not be 
correct to credit Blackmore et al as the composers of this riff.
222 'Black Night’ was originally a single only, and appeared on the album only in later reissues.
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stolen from a song by Episode Six [an unsuccessful British band of 
which Gillan and Glover were members until 1969] and then we 
just invented some silly rhymes; night, bright, right -  whatever 
came to our minds was all right. 223
Keyboard player Jon Lord's version of events confirms that all contributors 
were aware of the riffs origins.
Ritchie said, "you know that version of Ricky Nelson's 
'Summertime' -  the Gershwin song? There's a little riff under there 
[hums the first two bars as notated above]". We played it round 
and round and it quickly got very boring. One of us came up with 
the idea of a turnaround in it [hums the riff and adds the two notes 
of D and E from bar 3 of the 'Black Night' riff] -  which made it ... 
less boring. Ian Paice added a turnaround [drum fill] and suddenly 
we had a sort of a structure. 224
The version of 'Summertime' to which Lord and Glover refer was released in 
1962 by Ricky Nelson. It features a repeating riff that uses identical notes [played as a 
bass riff] to the first two bars of 'Black Night'. The same two-bar riff also appears in 
Blues Magoos' 1966 recording 'We Ain't Got Nothin' Yet' 225 and in the Liverpool Five's 
'She's Mine' 226 in the same year [although in these cases only the first bar is exactly 
identical to Nelson's 'Summertime').
Creatively, then, Blackmore et al. have simply lifted two bars of melodic 
material from an earlier work and used it as source material to generate a simple [and 
extremely successful) rock song. Ethically, this may or may not be considered to be 
plagiarism. But 1 do not intend to speculate on ethics here -  of more interest is the 
riffs unusual status as intellectual property, for which 1 can find no better term than 
'orphan melody'.
The original music for the song 'Summertime' was written by George Gershwin 
for the 1935 opera Porgy and Bess. Lyrics are credited to Dubose Heyward, who wrote
223 Rumba magazine, "Roger Glover Interview," trans. Jari Tapio Tomppo, Rumba, November 1993, 
http://w w w .uic.unn.ru/~kaavl 0/htm l/m usic/deeplyr.txt.
224 BBC, "John Lord Interview - from Heavy Metal Britannia [BBC4J," March 5 ,2010 , 
http://www.youtube.com/watch?v=ooJyaunvD2w.
225 Blues Magoos, '(We Ain’t’ Got) Nothin’ Yet', 7" vinyl (Mercury, 1966).
226 The Liverpool Five, 'She’s Mine', Vinyl, The Liverpool Five Arrive (RCA Victor L SP3583,1966), 
http://www.youtube.com/watch?v=AFYLG7hXyDY&Iist=PL487EE8D9AF936A8F.
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the book on which the opera is based^z^. The 'Black Night' riff does not appear in the 
opera nor in any Gershwin-authored score of 'Summertime'. We can reasonably 
conclude, then, that the riff was composed, sometime in 1962, by Nelson or a member 
of his band: probably guitarist James Burton or bassist Joe Osborne.
Here, the stark difference between the 'song' and 'recording' copyrights is 
significant, and is the reason for the riffs orphan status. The songwriters 
[Gershwin/Heyward) own 100% of the song 'Summertime'. Any cover version of this 
song remains owned [in music publishing terms) by its original writers^zs regardless 
of any additional material added to a particular cover version arrangement. When 
Nelson recorded the 1962 'Summertime', he created a new item of intellectual 
property -  the recording. Deep Purple did not copy any part of the Nelson recording 
[they did not 'sample' i t229). But nor did they copy any part of the original 
[Gershwin/Heyward) 'Summertime'. Therefore, the 'Black Night' riff, one of the most 
recognisable and [culturally) valued melodies in UK heavy metal history, was 
composed by no-one and belongs to no-one, at least in legal terms. From a copyright 
point of view, it is located in the gap between song and track. From a creative point of 
view, in 1970, it was up for grabs, 220 and thus represents a rare example of 
permissible plagiarism.
In creative process terms, Blackmore et al. were perhaps incentivised to re-use 
an existing work due to the fact that they were, as they attest, out of inspiration.
227 The American ASCAP royalty distribution agency database also cites Ira Gershwin as a co-writer. 
Nelson’s 1962 cover version credits only (George) Gershwin and Heyward.
228 This state of affairs is usual, but there are cases where an arrangement of a public-domain work  
creates a new  publishing copyright -  for example, the arguably traditional/anon song 'House of the 
Rising Sun’ has 264 ’arrangement’ related credits registered on the PRS database as at April 2013, the 
most commercially successful of which is credited to Eric Burdon, lead singer of The Animals, who  
released the song as a single in 1964, topping the UK singles charts.
229 Such a thing would have been theoretically technologically possible at the time using physical 
analogue tape recordings, although the practice of using excerpts recordings of extant 1960s popular 
music in early 1970s popular was unheard of. We can reasonably assume that a ’credible’ rock band 
such as DP would never have considered it as an acceptable (or practical] creative practice, especially 
in a post-pub songwriting session.
230 It is unlikely that Blackmore et al knew this to be the case w hile writing ’Black Night’ (especially given 
their self-confessed drunken state], but it does explain w hy no subsequent ownership dispute took  
place, and why ’Summertime’ and ’Black Night’ are to this day credited to Gershwin/Heyward and 
Deep Purple respectively as songwriters.
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drunk, and under commercial pressure to deliver. By recontextualising an arguably 
valueless riff [from early 60s teen idol to 'serious' album-based metal band) they had 
an easy stimulus that could provide musically looping material over which they could 
try out lyric and melody ideas. The version of the 'Summertime' riff that appears in 
'Black Night' has been extended [by two bars, to make a four-bar riff) and features two 
additional adaptations unique to Deep Purple -  the two bars that precede the lines 
'free... free to be me', and the one-bar vamp that underscores the majority of each 
verse. Notwithstanding these adaptations, the 'Black Night' riff as it stands is a straight 
steal from [Nelson's) 'Summertime' that would have certainly been plagiaristic were it 
not for the legal loophole described above.
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3.3.3. TTl Be Missing You' and 'Every Breath You Take’
In 1997 Puff Daddy released the single Til Be Missing You'221 which featured a 
very prominent sample of the guitar riff from the 1983 recording of 'Every Breath You 
Take' 222 by The Police. Musically speaking, the sample was not significantly 
recontextualised -  the 8 bar guitar riff is played in full, without edits other than digital 
manipulation of tempo [to llOBPM from the original's 117BPM) and pitch 
[transposed approximately one semitone lower than the original from The Police's 
slightly sharp Ab major to Puff Daddy's G major). The complete sample cycles round 
and round throughout the Puff Daddy track, and was used by permission, albeit with a 
post-release contractual agreement. The later song features an original lyric, 
performed and presumably written by rapper Puff Daddy and singer Faith Evans, with 
an additional writing credit for Todd Gaither AKA Sauce Money. The main chorus 
melody of IBMY is a variation on EBYT; the chorus lyric borrows heavily from it; the 
verses are rapped/spoken and do not borrow or copy anything apart from the sample.
So far, so unremarkable. An artist deliberately samples another artist's work 
and uses it, with permission and a substantial financial/publishing settlement, to 
create a new successful work. But IBMY is a significant case study because it 
demonstrates the disparity between economic ownership of a song and the actual 
endeavours of creators. Music publishing and royalty splits are not always an accurate 
measure of the extent of creativity or collaboration, because licensing imposes a 
significant constraint on both. The story starts not inside Puff Daddy's sampler, but in 
The Police's recording sessions around 1982.
According to the UK Performing Right Society database, EBYT was written 
solely by Sting, who would, in normal distribution arrangements, receive 100% of the 
publishing royalties on this basis. This is because, as D e m e r s ,222 G a i n e s ,224 L u n d 22s  and
231 Puff Daddy,Til Be Missing You’, CD [Bad Boy, 1997).
232 The Police, 'Every Breath You Take', CD single (A&M, 1983).
233 Demers, Steal This Music -  How Intellectual Property Law Affects Musical Creativity.
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many others have attested, music copyright law disproportionately protects lyric, 
harmony and (vocal) melody in song. The disproportionality applies not only to the 
listener's experience but also to creative contributions. Police guitarist Andy Summers 
describes the creation of the EBYT riff and the subsequent post-session negotiations:
Sting said -  the drums and bass are there, do what you like with it.
1 was able to rise to the occasion. 1 remember the moment clearly 
in the studio. 1 finished the guitar part and everyone in the studio 
stood up and clapped and cheered. 1 certainly felt responsible for 
part of [the song's success] but 1 don't think 1 ever got due 
recognition for it.
Sting didn't write that guitar line -  1 wrote it. But, you know, it gets 
complicated because this is the part where you get involved with 
money, royalties. Intellectual Property, [and] who gets the credit 
for songwriting.
Sting came in the studio with that song, so he is credited as the 
writer. As the arranger, if you like, with me putting in the guitar 
part, 1 didn't get a credit
Anyway, we have internal arrangements, which 1 won't go into -  
filthy lucre.236
EBYT itself is clearly partly derivative, in harmonic terms at least. Its 8-bar 
chord sequence (1,1, vi, vi, IV, V, 1,1)237 has appeared identically or with slight variation 
in many works before and since (for example, Ben E King's 1961 recording 'Stand By 
Me' and Oily Murs's 2012 single 'Dance With Me Tonight' respectively). Its value, or 
rather, its uniqueness, is derived not from such derivative elements but the original 
ones -  the lyric, melody and that guitar riff. Since its 1983 release EBYT has become 
one of the most commercially and artistically successful works by The Police, and -  
partly with help from Puff Daddy's sampling -  one of the UK's top ten commercially 
successful songs of all time. 238
234 Jane Gaines, Contested Culture: The Image, the Voice, and the Law. Cultural Studies of the United 
States: Chapel Hill: University of North Carolina Press, 1991.
235 Lund, "An Empirical Examination of the Lay Listener Test in Music Composition Copyright 
Infringement.”
236 Guy Evans, "BBC4....The World's Richest Songs," BBC4....The World's Richest Songs (BBC4, December 
28, 2012], http://d idyouw atchit.com /2G 12/12/29/bbc4-the-w orlds-richest-songs/.
237 It also features a variant - (1,1, vi, vi, IV, V, vi, vi)
238 Evans, "BBC4....The World’s Richest Songs."
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That Summers has added cultural value to the song through his creative 
contribution in the studio is self-evident, subjectively [to the listener) through the 
prominence of the riff in the single, and objectively [to the market) in Puff Daddy's 
sampling of the riff [sampling, of course, affecting both copyrights -  the song and the 
recording). However, Puff Daddy did not, according to one industry source at least, 
clear the sample's usage before releasing the single. Del Bryant, CEO of Broadcast 
Music Inc describes the negotiations:
[the Every Breath You Take riff is] part of the record but not part 
of the copyright. It's hard to say how that should be arranged but 1 
think we can leave that to the people in the studio and the people 
in the band.
[When the Puff Daddy version was mooted] they came for the 
licence, and they said 'we are changing lyrics. We would like 
permission to do it and we would like a certain portion of the 
writer's credit and the publishing because we are adding so much 
new work'. The publisher said 'we'll let you do that but you're not 
getting any credit; this song is still going to be 100% Gordon 
Sumner -  [aka] Sting.'239
Let us now summarise the creative forces at play in these works by 
concentrating on the actual events that took place, in chronological order. A 
songwriter [Sting) creates melody, harmony and lyric; a guitarist [Summers) creates a 
riff, which is effectively an additional melody; they collaborate with others [including 
drummer Stewart Copeland and producer Hugh Padgham) to make a sonic artefact 
[the EBYT recording) which becomes a hit and is heard by many millions of people 
worldwide. 13 years later, the riff and chorus are copied by another songwriter [Puff 
Daddy) to make a derivative work [IBMY). Additional creative contributions are made 
by others [Faith Evans and Sauce Money). But in music publishing terms, only the 
creator of the original melody, harmony and lyric owns the song. As with 'Black Night', 
the riff for EBYT, whilst undeniably 'creative' [being new, surprising and valuable) 
falls through a loophole in copyright law meaning that its creator [Summers) is not
239 Evans, "BBC4....The World's Richest Songs."
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recognised. In this particular case, the 100% publishing settlement in Sting's favour 
means that none of the creative [and implicitly linearly collaborative] work of Puff 
Daddy and his team is recognised in the song's ownership.
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3.3.4. 'Bitter Sweet Symphony' and 'The Last Time’
The Puff Daddy phenomenon -  of a sampled riff not created by the original 
songwriter resulting in that songwriter getting 100% ownership of a derivative work 
based on the riff -  recurred later in 1997 when British band The Verve released their 
single 'Bitter Sweet S y m p h o n y ' . 240
A few years before ['Bitter Sweet Symphony'] was written, Verve 
singer Richard Ashcroft bought a used copy of the obscure 
[Andrew Loog Oldham Orchestra] album The Rolling Stones 
Songbook, from 1966. The album consisted of Stones songs that 
were reworked by an orchestra [the bandmembers didn't play on 
it at all]. And while there was absolutely no comparison between 
these strange new versions and the definitive, rocking originals,
Ashcroft became interested in a small musical phrase that was 
included on the album's final song, "The Last Time." The Verve 
sampled a bit for "Bitter Sweet," and all hell broke loose when the 
song was being issued as a single shortly after the release of [the 
album]. The copyright holders of the Stones' '60s catalog, ABKCO, 
informed the Verve that they were not going to give the band 
clearance for the sample they used. The Verve's manager even 
contacted Mick Jagger and Keith Richards personally to see if 
they'd help out, but both refused to get involved in a dispute with 
ABKCO [run by their former manager, Allen Klein]. Eventually,
ABKCO agreed to let the Verve use the sample, but at a very steep 
price -  they'd have to surrender 100 percent of the royalties to the 
Stones' copywriters. Without much choice in the matter, the band 
agreed and the single was finally released, helping propel the 
album to the top of the charts w o r l d w i d e . 2 4 1
What this summary fails to mention, which is revealed by listening in detail to 
the Loog Oldham and Verve recordings, is that the sample of 'The Last Time' that 
appears in BSS is heavily augmented [by additional violin notes], to the point of being 
arguably unrecognisable as having been taken from the Loog Oldham recording -  
which itself is heavily adapted from the Rolling Stones original, as we shall see. Below 
for comparison 1 set out the actual notes that are heard in all three compositions.
240 The Verve, 'Bittersweet Symphony', CD single [Hut, 1997).
241 Greg Prato, "Bittersweet Symphony - The Verve : Listen, Appearances, Song Review". AllMusic, 2013, 
http://w w w .allm usic.eom /song/bittersw eet-sym phony-m t0003763279.
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Well I told you once and I told you twi-
Figure 10 - 'The Last Time' (vocal excerpt)
This is the opening vocal line of the Rolling Stones' original recording, 
from which the Loog Oldham riff is adapted.
its-'
Violins
Piano
Figure 11 - The Last Time' - Loog Oldham riff
The above transcription is taken from [1:39] in the Loog Oldham recording; 
the melody we hear is a combination of violins and piano. The semitone clash in bar 2 
between the piano and violin implies a clear but probably unintentional Dmaj7 chord 
that is not apparent in the original Jagger/Richards song nor in BSS. The only material 
from the Rolling Stones' original performance that survives is the verse's E mixolydian 
opening phrase (four pitches -  G#-A-D-C#) and the off-beat rhythmic placement of the 
fourth note. Loog Oldham's implicit underlying harmony [ E Bm7 | D/A A ] is different 
from the Stones' original two-bar loop [E | D A].
Figure 12 - 'Bitter Sweet Symphony' violins riff
This transcription is taken from [0:34] of the 1997 single by The Verve, and is 
played on its own, then later over the Loog Oldham sample. The riff has new elements 
(staccato strings and some additional notes) and contains some elements melodically 
derived from the Loog Oldham recording (notably the piano riffs rising two-note
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motif). The only elements it borrows verbatim from the original Jagger/Richards work 
are the A on the fourth beat of bar 1 and the D natural at the start of bar 2.2 4 2
Subjectively [to my ears), the strings riff from the 1966 Andrew Loog Oldham 
r e c o r d i n g 243 -  as sampled and adapted in ‘Bitter Sweet Symphony' -  is almost 
unrecognisable as being derivative of the Rolling Stones' 1965 single recording of ‘The 
Last T i m e ’244. it is half the tempo [a laconic easy-listening 85BPM compared to the 
original's frantic country-rock shuffle at 168BPM) and uses almost none of the 
rhythmic aspects of the parent melody. It borrows only the four main pitches from the 
first line of TLT's verse [‘well 1 told you once and 1 told you twice'); both recordings 
being in E major, these are G#, A, high D then C#. The four notes are played as languid 
minims on sustained violins, and the underlying harmonic rhythm is different 
between the two works, even when the half-tempo effect is taken into account. This 
four-note violin section riff was presumably created in 1966 by David Whittaker, the 
string arranger for the Andrew Loog Oldham Orchestra project, or possibly by Loog 
Oldham himself. The arpeggiated quavers of the BSS sample are further removed from 
the four-note source, displaying extemporisation or possibly even composition -  
almost certainly ‘creativity' -  in relation to Whittaker [or Loog Oldham). In terms of 
creative process, 1 contend that it is very difficult to claim that Jagger/Richards 
composed the strings riff, at least not exclusively. But history, publishing databases 
and bank balances record otherwise.
And, as with the previous case study, the creators of the partly derivative work 
received none of the publishing royalties. In songwriting terms, the music industry 
treats ‘Bitter Sweet Symphony' as if Ashcroft had not written the lyrics or melody, 
even though he copies almost nothing that came from Jagger/Richard's original 
creative endeavours.
242100% of the publishing for two notes -  a remarkably good deal for Jagger/Richards and ABKCO.
243 The Andrew Loog Oldham Orchestra, Mick Jagger, and Keith Richards, The Rolling Stones Songbook, 
12" vinyl (Decca, 1966).
244 The Rolling Stones, 'The Last Time', 7" vinyl (DECCA, 1965).
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So the economic risks to songwriters of sampling even short excerpts -  
particularly without prior clearance -  are extremely high. And yet audio sampling 
persists. We can perhaps infer that, for some songwriters at least, the creative benefits 
of using others' work outweigh the economic risks of losing 100% of the ownership of 
one's own work. Thus, derivativeness is a powerful driver of creativity -  and a 
powerful constraint acting on the songwriting process.
3.3.5. Soundalikes
Composers know that listeners can find value in sonic allusions (to prior 
works), and that these can be embedded in the composition, the performance, the 
track, or any combination of these. But, as the case studies above demonstrate, such 
allusions have different values depending on whether they are viewed from an 
aesthetic or copyright perspective. Soundalike tracks are a useful example. A 
soundalike is a musical work typically composed (perhaps 'designed' might be a better 
word) by a composer, often as library music,24s with the aim of referencing a specific 
musical work without infringing its copyright. This is achieved by copying as 
meticulously as possible the 'non-copyright' elements of the original work -  usually 
tempo, instrumentation, and production values (mic placement, equalisation, 
compression, reverb). The other 'composed' elements borrow carefully from the 
source, changing genre/artist characteristics such as pitch and harmony but copying 
less work-specific characteristics such as mode/scale, melodic shape and sometimes 
exact rhythmic placement of notes. Soundalikes are very prevalent in library music, 
but are not limited to it -  sometimes they are commissioned by advertising agencies 
or media production companies for a specific purpose, such as instances where an 
attempt to license a particular track is unsuccessful, or where the licence is
245 Library music, som etim es called production music, refers to audio recordings that are produced by  
production companies to be sold or licensed to third parties for use in a particular context, typically as 
a soundtrack for other media such as TV, film or radio. It is often cheaper for such third parties to use 
production music than it is to license well-known music, particularly when the well-known music in 
question is a famous song.
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prohibitively expensive. In my final chapter 1 will include a detailed auto-ethnographic 
case study of a soundalike commission.
A composer of soundalike music may be briefed using 'temp tracks' where the 
commissioning client requires that the composition sounds as similar as possible to a 
specific work. A temp track (meaning 'temporary' but in practice also 'template') is 
used either as a guide for the composer (in the case of library music) or as a 
production tool to create mood -  for example, to provide a soundtrack during the 
editing of a film, TV show or advertisement prior to commissioning the composer. As a 
result of this process, the composer of a soundalike may be required to copy tempo, 
form, key, dynamics, harmonic characteristics, instrumentation and production values 
-  but not the notes themselves. Such d e r i v a t i v e ^ ^ s  composition could, in sonic terms, 
be said to be a product of legal constraints. The composer copies, as accurately as 
possible, musical elements that are not subject to copyright, and avoids copying those 
that are. In soundalike compositions, derivative elements find the path of least 
resistance, and in this way the law helps to define compositional practice by imposing 
some creative constraints but not others.
3.3.6. Gestural memes
1 contend that there is a type of musical artefact that becomes so well-used 
that it is no longer a characteristic of a single song (as a melody or lyric would be), and 
becomes a pre-assembled building block that can be incorporated into a song without 
being considered plagiarism. 1 term these 'gestural memes', after Dawkins's 
evolutionary theory of memetics, which attempts to use biological evolutionary theory 
to explain the transmission of ideas within a culture.247 in pop, gestural memes can 
become a shared musical language within or across genres, and are sometimes used 
deliberately to allude to a particular well-known song in which one of them features.
246 Here, and throughout, I use the term literally, not pejoratively.
247 Richard Dawkins, The Selfish Gene, New ed [Oxford ; New York: Oxford University Press, 1989), 1 8 9 -  
202 .
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but they usually do not infringe copyright because they appear in more than one work. 
Lyric-based examples include clicked phrases such as 'til the end of time', 'down on 
my knees' or 'walking down the street'. Single-chord guitar-based examples include 
'The Hendrix Chord' [dominant 7^  ^with #9*)248 and 'The James Bond/Spy Chord' [any 
minor-major 9^  ^ chord). 249 There are several well-used harmonic progression 
examples in pop and rock, including the 12-bar blues2so and what music journalist 
Marc Hirsh called the 'Sensitive Female Chord Progression' [vi-lV-l-V, usually in half 
bars) 251 with its major key 'Axis of Awesome' equivalent [ 1 - V - v i - l V )  252,253. Sometimes a 
harmonic progression becomes associated with a particular form or genre; popular 
musicologist John Covach provides the doo-wop chord sequence by way of illustration. 
'The harmonic pattern of 1-vi-lV-V harkens back to 1950s doo-wop ballads, which 
make such extensive use of it that any parody of the style is bound to include it.'2S4
Rhythmic examples of gestural memes include the 'Bo Diddley' rhythm, a 
reappropriation of the three-side/two-side son clave pattern, as used by The Rolling 
Stones, George Michael, Primal Scream, Paul Weller, The Who, The Smiths, The White 
Stripes and many others).2^5 There are few melodic examples of note [excepting 
arguably the unusual case of 'Black Night' -  see case study) perhaps because melody 
tends to be identifiable by listeners as belonging to a specific song in a way that 
harmony or rhythm does not.
248 Fender USA, "The 'Hendrix Chord,'" Fender Website, April 14 ,2010 , 
http://w w w .fender.com /new s/the-hendrix-chord/.
249 Ken Lemons, Musical DNA Software's M aster Key o f  Music fo r  Piano. Bloomington, Ind.: AuthorHouse, 
2008 ,39 .
250 John Covach, "Form in Rock Music," Engaging Music: Essays in Music Analysis (2005): 65 -76 .
251 Marc Hirsh, "Here's an Easy Way to See If a Song Uses the Sensitive Female Chord Progression," The 
Boston Globe, December 31 ,2008 ,
http://w w w .boston .eom /ae/m usic/artic les/2008/12/31 /strik ing_a_chord/.
252 The Axis of Awesome: "4 Chords", 2011, 
http://www.youtube.com/watch?v=o01DewpCfZQ&feature=youtube_gdata_player.
253 These four-chord loops appear in such a large number of songs that their re-use becom es an allusion  
to a type of song but not to any specific songs.
254 Covach, "Form in Rock Music," 75.
255 Garry Neville Tamlyn, The Big Beat: Origins and Development o f  Snare Backbeat and Other 
Accompanimental Rhythms in Rock'n'Roll. PhD thesis. University of Liverpool, 19 9 8 ,1 3 -1 8 .
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To illustrate the strange relationship that these gestural memes have with 
(non) plagiarism in songwriting 1 will briefly discuss the 'I Will Survive' circle-of- 
fourths chord pattern, as it appeared on Gloria Gaynor's 1978 international hit.
D m G Cmaj7 Fmaj7 Bm7b5 (orDm)Esus
Figure 13 - T Will Survive' chord pattern
The 8-bar pattern, as shown here or with slight modifications, has been used 
in a number of songs, some of them pre-dating Gaynor's 1978 hit. Examples include 
Cat Stevens's 'Wild World' (1971), The Beatles' 'You Never Give Me Your Money' 
(1969), Erasure's 'Love To Hate You' (1991) and Bart Howard's 1954 jazz standard 
'Fly Me To The Moon'.^ss Perhaps due to the massive success of '1 Will Survive', the 
pattern has since become a cultural allusion to Gloria Gaynor, and indeed has been 
used fully referentially (Robbie Williams' 'Supreme', 2000) and semi-referentially 
(Train's '50 Ways To Say Goodbye', 2 0 1 2 ). 257 Given the fact that the chord sequence 
appears in a number of works, on its own it is impossible for copyright to subsist in it, 
and yet it is recognisably specific to a relatively small number of songs and therefore 
'valuable' intellectual property, albeit property without a single owner. It may, 
therefore, be used by songwriters without legal or financial penalty. However, being 
so recognisable it is arguably now a reference to '1 Will Survive' whenever it is used. In 
the case of Williams's 'Supreme', the song's other co-writers are credited as Guy 
Chambers (who wrote the new melody and lyrics), François de Roubaix (who wrote 
the score for the 1970 film 'Dernier Domicile Connu', which uses the same chord 
sequence and is sampled in the Robbie Williams recording of 'Supreme') and Dino
256 All of these examples preserve the basic ascending fourths harmonic loop, although there are som e 
slight variations: 'Wild World’ uses a major chord in bar 2; 'You Never Give Me Your Money’, 'Love To 
Hate You’ and 'Fly Me To The Moon' resolve to the home minor chord at the end of the sequence. 
'Supreme' and '50 Ways To Say Goodbye' are harmonically identical to 'I Will Survive'.
257 This title is itself a playful allusion to another work -  Paul Simon's '50 Ways To Leave Your Lover’ 
(1975). The verses of the Train song are referentially parodie, being a list of the ways the 
protagonist's ex-lover is said to have 'died' because he doesn't w ant to admit to his friends that she 
left him.
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Fekaris/Frederick Perren [the writers of T Will Survive'). I suggest that whenever this 
chord sequence is used in a song it will be a knowing reference to other specific works 
-  almost always T Will Survive', at least in a mainstream US-influenced pop cultural 
context -  and yet it will not necessarily be an infringement of copyright. The 
comparison between 'Supreme' [which shares a publishing credit with the writers of '1 
Will Survive') and '50 Ways To Say Goodbye' [which does not) demonstrates that 
when deliberate harmonic plagiarism also uses melodic material that pertains to a 
specific work, the songwriters [are forced to) acknowledge the allusion and pay 
attendant royalties. Gestural memes can be useful to songwriters because they are 
always available, and, because they are necessarily derived from more than one well- 
known song, they represent an opportunity to create intertextual allusions without 
infringing copyright. Does this make their use in a song a form of linear collaboration? 
1 suggest not, even though they are undoubtedly the work of an earlier songwriter. But 
there is certainly a case to be made that gestural memes are a [small) part of the 
songwriter's toolset, and that using them effectively in a new song is a skilled creative 
act.
3.4. Delineating plagiarism
In the above discussion of soundalikes, plagiarism and allusion, there is an 
underlying assumption that notatable musical elements [that is, musical notes on a 
stave, or lyrics on a page) enjoy a level of copyright protection far in advance of other 
musical elements that are more difficult to transcribe using traditional music score 
techniques. This assumption is supported by more than a century of US and UK case 
law. 258 Consistently, opponents argue their legal case based on melodic similarity. 259
258 Charles Cronin, "Music Copyright Infringement Resource - Sponsored By USC Gould School of Law," 
2002, http://m cir.usc.edu/cases/Pages/default.htm l.
259 Since the 1990s, case law has also begun to include instances of audio sampling, w hereby the 
recording itself has been copied. Sampling, if it can be proved technically, is often a simple matter 
legally, because it infringes the composition and the recording copyright simultaneously. For the 
moment, I am confining my discussions to matters of composition only, because this is where legal 
inconsistencies and composers' originality thresholds create the m ost challenges.
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When it is apparent, there are three possible causes, as helpfully outlined in the 
introduction to Frieler and Riedermann's 2011 study of 24 amateur songwriters, 
which investigated the likelihood of coincidental similarity:
a) The later melody was deliberately created to mimic the older 
one. This is the case of plagiarism proper.
b) The later melody was (re-)created unconsciously by recalling 
the older melody from memory without awareness. This is the 
case of unconscious borrowing.
c) The later melody resembles just by accident the older one. This 
is the case of a true independent creation.^^o
Case law helps to define thresholds for accidental or deliberate similarity, and 
these decisions will cascade to songwriters, helping to define the lower threshold for 
originality required of the creative process. What the law often fails to identify is the 
creativity and 'sweat of the brow’ required when a songwriter combines protectable 
and (ostensibly) non-protectable musical elements. When an audio work is considered 
in its entirety there are many more variables under the songwriter's/producer's 
control than when the melody, lyric and harmony are isolated and transcribed. Even 
the comparison of melody alone in a legal setting is hardly an exact science, because 
melodies are usually rather subjectively transcribed for the courts, as Cason and 
Miillensiefen acknowledge:
During the Tin Pan Alley era of the 1910s, the practice of using 
straight lines or arrows was used to indicate correspondences 
between the pitches of two melodies. In expert witness reports, 
lines are drawn between identical pitches in the two melodies in 
question. Commonly, a relatively large number of lines connecting 
notes between the two melodies are seen as evidence of similarity. 
This 'line-drawing' approach is still widely employed today... 
However, it is difficult to incorporate rhythmic, harmonic or 
metrical comparisons between two melodies in this approach 
along with the pitch that is being equated. As a result actual 
melodies are reduced to their pitch information and thus a 
graphical comparison using this technique often seems to suggest 
strong similarities. Furthermore, unbiased quantifications of the 
number of pitches related as against the number of pitches 
between the two melodies that are unrelated are rarely attempted. 
Therefore, a graphical image depicting notes connected by lines on
260 Frieler and Riedemann, "Is Independent Creation Likely to Happen in Pop Music?"
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two staff notation systems is the only written information that 
musically non-literate courts have with which to judge the case.
This traditional line-drawing approach has been criticised as 
'simple', 'primitive', and 'misleading'. Furthermore, as it has never 
been formally defined, it allows for a large range of discrepancy in 
its application depending on the expert witnesses' subjective 
judgment. As Liebesman puts it, this technique invites the 
'subjective and limited breakdown and analyses of songs [that] 
often lead to conflicting interpretations of the experts called to 
testify' 261
The songwriter's requisite avoidance of melodic plagiarism is made more 
difficult by the problem Cason and Müllenstein identify -  there is no universally 
agreed methodology for identifying melodic similiarity. More challenging still is the 
self-evident fact that there is no reliable musical threshold for similarity. Some 
songwriters have created a rumour-based mythology about how much plagiarism is 
'allowed', to the point of such myths actually influencing the musical content of high- 
profile work. A clear example is the following interview with Wicked composer 
Stephen Schwartz, where he describes the melodic content of the 'Unlimited Theme' 
that underpins several of the songs in the stage musical [my italics):
What 1 thought was amusing [and 1 wondered if people would get 
it, and of course people did), is that it's the first seven notes of 
'Over the Rainbow.' [...] The reason that that's a joke is because 
according to copyright law, when you get to the eighth note, then 
people can come and say, 'Oh you stole our tune.' And of course 
obviously it's also disguised in that it's completely different 
rhythmically. And it's also harmonized completely differently [...] 
but still it's the first seven notes of 'Somewhere Over the
R a in b o w ' .2 6 2
Schwartz's assumption is incorrect. There is no 'copyright law' that specifies a 
number of consecutively identical pitches that composers may use without penalty. 
The absurdity of the idea becomes clear when we speculate regarding a possible
261 R J S Cason and D Miillensiefen, "Singing from the Same Sheet: Computational Melodic Similarity 
Measurement and Copyright Law,” International Review o f  Law, Computers & Technology 26, no. 1 
[2012): 25-36 .
262 Stephen Schwartz, Wicked's Musical Themes, interview by Carol de Giere, c 2004, 
http://ww w.m usicalschwartz.com /wicked-m usical-them es.htm . An example of the 'Unlimited Theme" 
appears in 'The Wizard and T at [03:40] in the original cast recording [see Spotify playlist at 
joebennett.net/phd).
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methodology that Harold Arlen's^es music publisher might have used in court if 
Schwartz had added that allegedly incriminating eighth note (which, for this melody, 
would have been an octave descending interval, immediately after the first seven-note 
titular phrase of 'Somewhere Over The Rainbow'). Schwartz's hypothetical defence 
team would have pointed out that the pitches were used in a different rhythmic 
context, making them effectively a different melody, given that melody itself is a 
combination of pitch, rhythm and harmonic context. They might further use a prior art 
defence and argue that the 'Somewhere Over The Rainbow' melodic theme uses six of 
the same pitches as bar 4 of the pastoral movement from Percy Grainger's 1916 work 
'In A Nutshell', so it was not an entirely 'original' set of pitch choices in the first place.
And even if such a musically specific law were to be drafted, how should this 
hypothetical melodic threshold be defined and protected? Familiar melodies can 
sound unrecognisable to the listener when harmonically or rhythmically 
recontextualised. And even if this problem could be solved for pitch, rhythmic 
placement and harmonic backing (for example, using computational methods and a 
universally agreed algorithm) there would still be the issue of 
production/arrangement context, as illustrated by the 'Live While We're Young' 
copyright case study. As Lund's experiments proved264, it is possible to make a melody 
sound more or less similar to another purely by its genre and presentation style; this 
alone makes nonsense of the idea that a musically specific plagiarism threshold could 
ever be fairly applied and enforced. To be fair to the efforts of copyright legislators 
and case judges, the law acknowledges this by ensuring that judgements are made 
locally on a literally case-by-case basis. But this forces the law to use subjective and 
unquantifiable terms such as 'qualitatively substantial'. The outcome of this state of 
affairs is that law -  and therefore ongoing songwriting practice -  can only be defined 
by the similarity thresholds of the past.
263 Arlen was the original composer of the ‘Somewhere Over the Rainbow’ melody.
264 Lund, "An Empirical Examination of the Lay Listener Test in Music Composition Copyright 
Infringement.”
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The difficulty with using case law as a precedent (as courts must inevitably do) 
is that songwriting practice develops faster than the law that regulates it, particularly 
when assistive technologies are taken into account. In my own professional work as a 
forensic musicologist, 1 am frequently asked to undertake the above-mentioned 'line- 
drawing' approach to melodic comparison and discuss only the raw musicological data 
inherent in the composition as notated. Because the majority of music copyright case 
law pertains to popular songs (rather than instrumental art music, for example), the 
obvious solution for the courts would be simply to listen to the tracks and make a 
judgement on the similarity of the contested excerpts. In this respect they would be 
agreeing with Tagg's^^s and Moore's^^s general advocacy of an audio-based approach 
to popular music analysis. But such a route, while perhaps desirable in plagiarism 
cases because of its apparent fairness, is not always possible in practice. The 
aforementioned twin copyrights (composition and recording) effectively force a 
transcription-based approach to analysis because of the court's requisite need to 
isolate composition (from sound recording) for the purposes of comparison. The 
problem is exacerbated because perception of similarity varies according to the 
listener's experience. The Lund study effectively proved the inadequacy of the 'lay 
listener test' by demonstrating under controlled conditions that lay listeners' 
perception of compositional similarity can be prejudiced by the way a composition is 
presented. Lund acknowledges that the courts are under pressure to react to this 
problem, and cites a single emergent example, acknowledging that even this case was 
judged rather conservatively:
Commentators have argued that because music is increasingly 
composed using audio recording equipment without ever being 
written down, the scope of Composition Copyright should reflect 
the distinctive elements of a song as embodied by the recording. 
At least one court has also lobbied for a more expansive definition.
255 p Tagg, "Popular Music Studies versus the 'Other,'" in Symposium 'Music and Life-World: Otherness 
and Transgression in the Culture of the 20th Century' at the Universidade Nova de Lisboa 
(Department of Musicology], 1996.
266 Moore, Song Means.
105
Creativity
In Swirsky v. Carey, a 2004 Ninth Circuit decision, the court 
suggested that the Composition Copyright could include pitch, 
tempo, phrasing, and structure [in addition to the standard 
elements of melody, rhythm, and harmony). However, the Ninth 
Circuit itself didn't rely on similarities between any of those 
additional elements in overturning summary judgment for the 
defendant -  its holding seemed to rest only on similarities 
between the standard elements of rhythm, harmony, and melody.
Nor has any other court cited Swirsky's dicta with approval on this 
point or otherwise relied on music performance factors such as 
tempo, orchestration, key/pitch, or style/genre to sustain a finding 
of Substantial Similarity in a Composition Copyright case.267
It appears, then, that melody's pride of place in copyright case law is probably 
an inevitable consequence of a recorded piece of music representing two copyrights 
simultaneously and separately.
Unfortunately for songwriters, case law does not provide a reliable set of rules 
for what type of copying/allusion is permitted in the creative process. Court 
judgements can be subject to distortions due to musicologist bias, reductive 
transcription, lay listener limitations, inconsistent case law, and composers' and their 
advocates' economic incentives to conceal deliberate c o p y in g .2 6 8  Most of the time, the 
market finds its norms due to the consumer's desire for originality, but whenever a 
deliberate musical allusion has economic value, there will always be the possibility of 
copyright disputes between songwriters. The outcomes of these disputes may not be 
fair, objective or consistent, but the ever-growing quantity of case law continues to 
combine with market forces to strengthen the thresholds of allusion and copying that 
songwriters must observe.
267 Lund, "An Empirical Examination of the Lay Listener Test in Music Composition Copyright 
Infringement.", p.3
268 Durand R. Begault, Heather D. Heise, and Christopher A. Peltier, "Analysis Criteria for Forensic 
Musicology," in Proceedings o f  Meetings on Acoustics, vol. 1 9 ,2 0 1 3 ,0 6 0 0 0 5 , 
http://link.aip.O rg/link/7PM A RC W /19/060005/l.
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3.5. Creativity as acquired expertise
Psychologists have for at least 150 years speculated on the origins of human 
creativity, and theoretical perspectives have shifted over that time from a hereditist^G^ 
to an experiential approach, with most empirical studies now concluding that some 
version of the 'ten year rule' applies^^o. This is commonly referred to as the 'acquired 
expertise' view, which contends that a creator must be immersed in a domain for a 
significant experiential/learning period, typically ten years: this has become popularly 
known as '10,000 hours of g e n iu s '^ ^ i .  Simonton points out that the 'acquired expertise' 
hypothesis does not fully explain the success of creative individuals in particular 
domains, and contends, reasonably, that there is a difference between mere expertise 
in a domain and the ability to innovate usefully within it. There are experts who are 
not creators, and creators who have acquired less expertise [than non-creative 
experts) who achieve success. He sets a baseline -  of requisite domain expertise -  but 
acknowledges that creative individuals are experts in a domain who must also have 
the character traits necessary to take risks, bypass a purely methodical approach to 
creativity, and achieve societally valued originality. Simonton, despite his acceptance 
that expertise is a prerequisite for creativity, identifies several flaws in the pure 
creati vity-as - exp ertis e hypothesis, including the necessity of uniqueness, the 
importance of trial and error, the unmanageable amount of cause-and-effect data in 
global environmental feedback, and the issues generated by societal processing of a 
creative idea toward cultural significance:
A gymnast who repeats the same flawless performance in 
competition after competition will be considered remarkable, 
whereas a writer who writes the same novel over and over would 
be considered less than a hack. By definition, creative products 
must be original, novel, or surprising. Mere repetition of previous
269 Francis Galton, Hereditary Genius : An Inquiry into Its Laws and Consequences. London: Macmillan, 
1869.
270 D K Simonton, "Creative Development as Acquired Expertise: Theoretical Issues and an Empirical 
Test," Developmental Review  20, no. 2 [2000): 283-318; K A Ericsson and N [harness, "Expert 
Performance: Its Structure and Acquisition.," Amencun Psychologist 49, no. 8 [1994): 725.
271 Malcolm Gladwell, Outliers: The Story o f  Success. London: Penguin Books, 2009.
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work is necessarily disqualified as creativity. This requirement 
would seem to undermine the automatization of information 
processing that appears so highly characteristic of genuine 
expertise.
At the same time, the creative individual must not produce work 
that is excessively original, for the product may then become 
incomprehensible [...].
[...] various factors may contribute to a work's ultimate success by 
nonlinear and nonadditive effects. It is possible that the creator 
can only find the optimal configuration after considerable trial and 
error.
[...] The creator seldom receives the most informative 
environmental feedback. The reactions are largely more global 
[success or failure) than highly differentiated, making it difficult 
for creators to discern the precise reasons for the uneven nature 
of their output. Even more problematic, the reactions usually lack 
consensus and temporal stability. Critics may differ among 
themselves and with audiences; a work might be an instantaneous 
success only to decline in popularity as a mere fad, whereas 
another work might be a sleeper that slowly accumulates 
aficionados. The standards by which a work is judged are 
constantly evolving rather than stable. What at one moment might 
have been considered avant-garde or revolutionary may later be 
viewed as passé or reactionary .272
All of these challenges lead Simonton to a single conclusion -  that it is 
impossible for creators to acquire the expertise necessary for guaranteed success, 
defined here as creating objects of value consistently. And this appears to be the case 
in every domain, including songwriting. Longitudinal quantitative studies of creative 
outputs in songwriters mirror the 'inverted U curve' found in most creative domains, 
whereby a period of acquisition of expertise follows a period of rising success [defined 
by the creation of societally valued creative outputs), followed by a tailing off at the 
end of a c a r e e r .2 7 3  This last might be explained by possible obsolescence of the 
creativity/products that made the creator successful [for example, a particular style or 
artefact no longer being fashionable or required). But even during the successful 
years, where sufficient domain expertise has been acquired and obsolescence is not 
yet manifest, not every creative output is societally valued. Successful creators must 
fail, frequently and unpredictably.
272 Simonton, "Creative Development as Acquired Expertise."
273 Hass, Weisberg, and Choi, "Quantitative Case-Studies in Musical Composition: The Development of 
Creativity in Popular-Songwriting Teams"; Hass and Weisberg, "Career Development in Two Seminal 
American Songwriters"; Simonton, "Creative Productivity."
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In songwriting, as perhaps in all creative domains, the creator has no certainty 
of success during the creative process. Past success, and the requisite acquired 
expertise that helped to achieve it, will certainly increase the likelihood of future 
success, but there are, as Simonton observes, no guarantees. The only certain way of 
increasing the chances of success is to generate more creative works. Commercial 
songwriter Ralph Murphy provides some personal statistics, implying a tip-of-the- 
iceberg ratio of successes to failures, and acknowledging the amount of 'unsuccessful' 
creative time necessary to generate a hit:
When 1 was writing full time I'd finish 100 songs a year. I'd demo 
about 40, average about six cuts, and gets a hit about every third 
year. So 1 was working on a one in 300 margin. The 10,000 hours 
[of genius] is absolutely true. 274
As we have seen in the previous chapter, listeners require songs [and 
therefore songwriting creativity) to provide a balance between orthodoxy and novelty 
-  between the market-established constraints of song form and the originality 
required for a song to be interesting and unique [and therefore valued). Creativity 
studies since [at least) the 1950s has acknowledged that originality itself is not 
enough to achieve value, and that it is easy to find examples of valueless originality, or 
originality without creativity:
Creative thinking [...] is distinguished from original thinking by 
the imposition of requirements on originality. Thus, 7,363,474 is 
quite an original answer to the problem "How much is 12+12?".
However, it is only when conditions are such that this answer is 
useful that we can also all it creative. There are many original 
ideas expressed in institutions for the mentally ill [...]; few of these 
are likely to be creative.27s
As we have seen, Boden implies that 'H-creativity' is highly valued societally, 
but acknowledges that P-creativity can be quite genuinely 'new' and 'surprising' in
274 Ralph Murphy, "Ralph Murphy Lecture - Loyola University" [Loyola University, July 28, 2011), 
http : / / www.youtube.com/watch?v=8 wB 0UJ5 Mbrk.
275 s Mednick, "The Associative Basis of the Creative Process," Psychological Review  69, no. 3 [1962): 220.
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cases where the creator is unaware that they are not societally valuable due to their 
lack of historical uniqueness.
Suppose a twelve-year-old girl who had never read Macbeth 
compared the healing power of sleep with someone knitting up a 
ravelled sleeve. Would you refuse to say she was creative just 
because the Bard had said it first? Perhaps, if you'd been talking 
around the topic with her, encouraging her to come up with non­
literal ways of speaking, and even putting one or more of the three 
key ideas into the conversation. Otherwise you'd have to 
acknowledge her remark as a truly imaginative one. 276
3.6. Creativity as bisociation
Boden's hypothetical example of the 12-year-old who unknowingly recycles 
Shakespearian277 imagery is a significant one, for two reasons. First, because it argues 
that inadvertent plagiarism is still 'creative' and secondly because it uses a literary 
metaphor as an example of the concept of bisociation. The term can be defined as 'the 
simultaneous mental association of an idea or object with two fields ordinarily not 
regarded as related', with puns being a simple illustrative example.278 it was first 
coined by Arthur Koestler in The Act Of Creation which attempted to create a grand 
unifying theory of creativity.28o The idea that creative objects are the result of some 
form of juxtaposition or combination of ostensibly distant ideas is an appealing one, 
and is supported by some first-hand accounts by creative individuals of their 
processes. Apple co-founder Steve Jobs referred to his success, and that in other 
creative individuals he had encountered, as follows:
276 Boden, The Creative Mind : Myths and Mechanisms. 2-3
277 William Shakespeare, The Tragedy o f Macbeth, 1606.
278 Merriam-Webster, "Dictionary and Thesaurus - Merriam-Webster Online," 2013, 
http://ww w.m erriam -webster.com /dictionary/bisociation.
279 Arthur Koestler, The A ct o f  Creation. London: Pan Books, 1964.
280 I do not intend to discuss Koestler's work in detail here, nor to use his view s as a substantial part of 
my theoretical framework. His writings have not been shown to provide a lasting contribution to 
creativity research, and his controversial views regarding parapsychology [including theories 
implying physics-based explanations for psychokinesis, levitation and telepathy) are not w idely  
supported by the scientific community. However, 'bisociation' is a useful shorthand term when  
discussing creativity as an associative act, particularly in the context of the cultural Darwinism  
implied in Csikszentmihalyi's w idely accepted Systems Model. Fauconnier and Turner have developed  
the idea of bisociation further using the term 'conceptual blending’, and apply this principle to a 
variety of human behaviours, including creativity. Gilles Fauconnier and Mark Turner. The Way We 
Think: Conceptual Blending and the Mind’s Hidden Complexities. Basic Books, 2003.
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Creativity is just connecting things. When you ask creative people 
how they did something, they feel a little guilty because they didn't 
really do it, they just saw something. It seemed obvious to them 
after a while. That's because they were able to connect 
experiences they've had and synthesize new things. And the 
reason they were able to do that was that they've had more 
experiences or they have thought more about their experiences 
than other people.^si
Indeed, when b iso dative creative approaches are obvious, the effect can 
sometimes be disappointing, at least for some consumers. Literary scholarship today 
accepts that the Metaphysical Poets' use of metaphorical imagery represents a worthy 
contribution to the canon of English-language poetic creativity. But Samuel Johnson's 
18* century critique of their techniques was scathing in its identification of 
bisociation in action:
[...] wit, abstracted from its effects upon the hearer, may be more 
rigorously and philosophically considered as a kind of "discordia 
concors;" a combination of dissimilar images, or discovery of 
occult resemblances in things apparently unlike. Of wit, thus 
defined, they have more than enough. The most heterogeneous 
ideas are yoked by violence together; nature and art are ransacked 
for illustrations, comparisons, and allusions; their learning 
instructs, and their subtilty surprises; but the reader commonly 
thinks his improvement dearly bought, and, though he sometimes 
admires, is seldom p l e a s e d .2 8 2
M e d n ic k ,2 8 3  writing contemporaneously to Koestler, describes the 'Associative 
Basis of the Creative Process', and uses as an illustrative example a metaphor taken 
from Marianne Moore's 1951 poem The Monkey Puzzle, in which Moore uses the 
phrase 'the lion's ferocious chrysanthemum head'. In this example [which Mednick 
copies, uncredited, from Jacques Maritain^s^), the adjective 'ferocious' applies suitably 
to a lion but not to a chrysanthemum, and yet a chrysanthemum bears a visual 
similarity to a lion's mane. We find 'ferocious chrysanthemum' an unusual
281 Steve Jobs and Gary Wolf, "Steve Jobs: The Next Insanely Great Thing". Wired magazine Interview, 
February 1996, http://w w w .w ired .eom /w ired/archive/4.02/jobs.htm l.
282 Samuel Johnson, The Lives o f  the English Poets. Waller, Milton, Cowley. Charleston, SC: BiblioBazaar, 
1779.
283 Mednick, "The Associative Basis of the Creative Process.”
284 Jacques Maritain, Creative Intuition in A rt and Poetry, Bollingen Series 35. Princeton, NJ: Princeton 
University Press, 1953.
I l l
Creativity
combination of adjective and noun. Moore's metaphor takes two very disparate ideas 
-  ferocious lions and [presumably passive!) chrysanthemums -  that will be known to 
the poem's reader, but are combined in a way that is new and surprising for a creative 
effect that has value. Mednick's definition of creativity, then, is a [pre-emptively 
bisociative!) combination of the later work of Koestler and Boden, being 'the forming 
of associative elements into new combinations which either meet specified 
requirements or are in some way useful'.^ss He goes on to state that 'the more 
mutually remote the elements of the new combination, the more creative the process 
or solution'. 286 This implication that an 'amount' of creativity can therefore be 
quantified according to the distance between the associated elements is perhaps a non 
sequitur, but it provides an interesting hypothesis for a conceptual mechanism by 
which the extent of creativity might notionally be measured.
The Moore poetry example is alluringly simple. A metaphor is the combination 
of ideas. Poets use metaphors, and poets are creative. 287 Can we therefore conclude 
that all creativity is a combination of ideas? Clearly this conclusion is rather specious if 
it is based on metaphors alone, but as Mednick acknowledged, the definition of 
creativity as a combinatory act is well established in philosophy and psychology, and 
has been articulated since the 17* century288 in many different domains. Jacques 
Hadamard, for example, takes what might be termed a bisociative stance on the 
'psychology of invention' in mathematics. He implies that the creator's job is to select 
from a large number of combinations of ideas, and to identify [presumably, through 
domain knowledge) those combinations that are valuable or 'fruitful'.
...it is obvious that invention or discovery, be it in mathematics or 
anywhere else, takes place by combining ideas. Now, there is an 
extremely great number of such combinations, most of which are 
devoid of interest, while, on the contrary, very few of them can be
285 Mednick, "The Associative Basis of the Creative Process.", p.222
286 Mednick, "The Associative Basis of the Creative Process.", p.221
287 Except, som e argue, those who are too heavily influenced by other poets. See Bloom, The Anxiety o f  
Influence.
288 John Locke, "An Essay Concerning Humane Understanding" 1690, John Locke Volume 1, 
http://w w w .gutenberg.org/ebooks/10615.
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fruitful. Which ones does our mind -  1 mean our conscious mind -  
perceive? Only the fruitful ones, or exceptionally, some which 
could be fruitful. However, to find these, it has been necessary to 
construct the very numerous possible combinations, among which 
the useful ones are to be found.289
Hadamard's argument could be considered to be a version of Campbell's Blind 
Variation and Selective Retention [BVSR) hypothesis.290 Campbell, as we saw earlier in 
this chapter, argued that 'processes which shortcut a more full blind-variation-and- 
selective-retention process are in themselves inductive achievements, containing 
wisdom about the environment achieved originally by blind variation and selective 
retention'. By this token, even bisociative creativity that does not follow a full BVSR 
model [of the generation of ideas for selection being truly blind) itself uses shortcut 
processes that were originally developed from blind BVSR antecedents at some point.
If we accept the slightly looser premise that all creative ideas are the result of 
combinations of other creative ideas, this implicit ancestry calls into question the 
philosophical notion of 'owning' an idea, or, as it is known in law. Intellectual 
Property. Our previous copyright case studies all demonstrate, to differing extents, a 
bisociative approach to songwriting, consisting as they do of old ideas transformed by 
new ones to create a partly derivative work.
The early 21st century idea of the 'mashup' -  a deliberate and usually digital 
combination of pre-existing works to create an obviously derivative work -  celebrates, 
sometimes humorously, the combination of two or more well-known ideas. A notable 
example is DJ Danger Mouse's 2004 release The Grey Album, which combined audio 
from Jay-Z's 2003 Black Album and The Beatles' 1968 White Album. The mashup was 
itself mashed up in multimedia form in The Grey Video, which used audio from both 
sources combined with video taken from the 1964 film A Hard Day's Night, with 
additional original video content, including illuminated signage of Jay-Z's lyrics added
289 Jacques Hadamard, The Mathematician's Mind: The Psychology o f  Invention in the Mathematical Field 
Princeton, N.J: Princeton University Press, 1945. p.29
290 Campbell, "Blind Variation and Selective Retentions in Creative Thought as in Other Knowledge 
Processes."
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digitally in post-production so that it appeared behind the footage of The Beatles on 
stage. 291 As a form the mashup has become celebrated among recent scholars, 
bloggers and creators who contend that the constraints of copyright unfairly stifle 
artistic c r e a t i v i t y , 292,293,294 because i t  illustrates powerfully how two artistic ideas can 
be collided to create a third idea that may be unrelated to the creative intentions of 
the first two. The mashup is an obvious example of creativity as bisociation, but it is 
possible to argue -  as past and present supporters of a bisociative process do -  that all 
creativity can be defined in this way, because without extant ideas, no creativity can 
occur.
Does bisociation apply easily to songwriters? 1 suggest that the songwriting 
process is inherently and necessarily bisociative -  not least because the extant domain 
represents at least one idea, and usually many more than one. The creator must collide 
derivative elements with new or distant ideas. We have seen that the song must be 
sufficiently different from pre-existing work to avoid infringing copyright, so therefore 
the domain is always present in the room with songwriters because it represents a 
clear description of what ideas cannothe used -  or at least, cannot be copied verbatim 
without penalty. The field will reject ideas that are too new because they may go 
beyond the upper threshold of originality defined by the market. But it will also, as we 
shall see, reject ideas that are not new enough to the point of plagiarism. And, of 
course, the songwriter has permanent access to micro-level bisociative creative tools 
at all levels of the creative process. These may manifest themselves as lions with 
ferocious chrysanthemum heads, or as semolina pilchards, climbing up the Eiffel 
tower.
291 DJ Dangermouse, The Grey Video, 2006, 
http://www.youtube.com/watch?v=3zJqihkLcGc&feature=youtube_gdata_player.
292 Lawrence Lessig, "Larry Lessig: How Creativity Is Being Strangled by the Law" - TED Talks, 2007, 
http://www.youtube.com /watch?v=7Q 25-S7jzgs.
293 Lawrence Lessig, Remix : Making A rt and Commerce Thrive in the Hybrid Economy. New York: Penguin 
Press, 2008.
294 Kirby Ferguson, "Everything Is a Remix Part 3" Everything Is A Remix (film), 2011, 
http://www.everythingisarem ix.info/everything-is-a-rem ix-part-3-transcript/.
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3.7. Beyond the originality spectrum
I have argued that in order to be considered 'creative', a songwriter -  or 
songwriting team -  must create a song that [in Boden's terms) is new, surprising and 
valuable, and that the song must have a 'limited bandwidth of novelty'. If we accept 
that such a bandwidth exists, then a songwriter who can identify the thresholds that 
define it has a creative advantage over one who cannot. This is supported by the 
creativity-as-acquired-expertise hypothesis [Simonton) and the Systems Model of 
Creativity [Csikszentmihalyi). At the 'derivative' end of our notional originality 
spectrum, a creatively successful songwriter needs to understand the repertoire in 
their own domain, whether it be the popular mainstream or in any niche genre [Emo, 
R&B, Nu-folk, Jazz, Hip Hop, Rockabilly, Techno or whatever). At the 'original' end, the 
songwriter must be free to experiment and to try ideas and combinations that are new 
to the domain, but must not exceed the upper limit of originality to such an extent that 
the result is no longer aesthetically desirable to listeners. Knowledge of 
repertoire/domain is required to succeed at both ends of the spectrum, and this 
knowledge is mostly experientially required; successful songwriters have generally 
listened to a lot of songs.
To illustrate, 1 will describe a notional creative object that exists outwith the 
spectrum and could therefore be described as 'uncreative' because it does not create 
songs of significant value. What follows is a description of a type of song that is 
sometimes written by my own students when they start a songwriting course or 
module. Characteristics have been amalgamated from several different songs, because 
of the ethical issues in discussing an individual student's creative work. However, the 
example should be musically familiar to many music teachers who have taught 
composition or songwriting, and perhaps its lyric subject may have resonance for 
teachers of creative writing.
The scenario unfolds thus; a student plays a new song that begins with a four-
chord loop of Am-F-C-G [vi-lV-l-V) played on a guitar over 4 bars with a tempo of
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approximately 90 beats per minute. After 8 bars [two cycles of the loop) the melody 
comes in, and is predominantly static, using many repeated notes and changing, 
typically by a single diatonic step only, in forced response to the underlying harmony. 
The chorus is 16 bars long and does not ascend to a melodic pitch peak. The lyric deals 
with a literally true first-person story of the narrator's bereavement due to the death 
of a loved one. The chorus lyric includes the line 'my heart is breaking /  since you 
were taken /  and 1 put flowers on your grave'.
In this typical song -  let's call it 'Flowers On Your Grave' -  the student has 
made some creative choices that are derivative of successful mainstream popular 
songs. The chord loop,29s tempo choice, form, phrase length and time signature can 
commonly be found in many current and past pop hits: and, incidentally but probably 
not coincidentally, these characteristics are often ergonomically easy to play on the 
guitar. The melody is unadventurous because the songwriter's melodic sense is 
responding improvisationally to the derivative harmony in real time -  and his/her 
ability to improvise coherent melodies at speed is insufficiently developed due to a 
lack of experience. Musically, then, the student's song is not new enough due to a lack 
of non-derivative creative ideas, and its melodic content is too unadventurous to 
engage listeners, due to the composer's inexperience. The lyric theme, by contrast, is 
arguably beyond the upper threshold of what the field will tolerate; statistically, very 
few songs about literal/specific bereavement are successful. Its downbeat subject 
matter will only appeal to a small fraction of music consumers. 'Flowers On Your 
Grave' is, statistically at least, 'too original' because it deals with a lyric subject that is 
rare in popular music. But despite the uncommonness of the lyric theme, the idea of 
bereavement expressed with such literal imagery as the titular flowers is perhaps 
unremarkable and predictable. When the student retrospectively explains their 
creative decisions, the derivative elements will often be described as naturally-
295 For a comedic but fairly exhaustive catalogue of four-chord loop songs, see The Axis of Awesom e, '4 
Chord Song'.
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occurring, sometimes with an element of authorial authenticity -  'those chords just 
sounded good to me when I strummed them, and I sung whatever notes felt right'. A 
similar expressiveness-as-authenticity explanation may be provided for the lyric 
theme -  '[the person] meant a lot to me, and I really wanted to express those feelings 
in my lyrics'. The lyric extract combines an obvious rhyme cliche with an 
autobiographical theme that is more important to the creator than to the market. The 
student's subconsciously absorbed awareness of domain norms/cliches combines 
with a belief in the stories of authorial authenticity as self-justification [see the 
examples of Bugg, Bostic and Blunt in Chapter 1), with the result that the author's 
voice takes priority over the listener's ear.296 'Flowers on Your Grave' is at once too 
original and not original enough to enter the domain -  and will likely be quickly 
filtered out by the field. The reason that it is unlikely to achieve H-creativity [or 
survive the field) is because the writer has not yet pinpointed the ends of the 
originality spectrum accurately. The student will eventually become a better 
composer through the development of acquired musical skills such as melodic 
improvisation and aural awareness, and will, through more detailed listening to 
artistically or commercially successful lyrics, achieve sufficient domain knowledge to 
find new and surprising lyric ideas that exist toward the upper end of the originality 
spectrum. When sufficient domain knowledge and expertise has been acquired, a 
songwriter can automatically identify the thresholds of originality, and therefore will 
be more likely to create songs of value.
3.7.1. Process and product -  The guitarist's tempo test
As a teacher of songwriting, 1 have observed over many years the musical 
traits that British undergraduate and postgraduate student songwriters exhibit when 
playing their instruments. A large majority of my students play the acoustic guitar, and 
often pick up the instrument immediately before writing a new song, strumming some
296 This difference in creative motives betw een amateur and professional songwriters is, as stated in the 
introduction, one of the reasons w hy this study focuses primarily on the latter.
117
Creativity
chords to provide an initial stimulus. It appeared to me that such strumming usually 
tended toward a slower tempo than the 115-120 average BPM of popular hits of the 
last 60 years [see the BPM graph in Chapter 2, Figure2), and so 1 devised an 
experiment to test whether this was a consistent phenomenon. In the experiment, a 
guitar is handed round a group of songwriters and they are each asked to ‘play the 
intro to a song that you haven't written yet'. Each student then plays a short original 
composition, usually featuring strummed -  or occasionally fingerstyle -  guitar chords, 
and usually lasting for four or eight bars [though these characteristics are not 
specified). No tester/tutor comment is made after each example; the students are not 
told why they are being asked to create these excerpts, and tempo is not mentioned. 
The tester unobtrusively notes the tempo of each excerpt as it is performed [using a 
silent tap-tempo metronome or computer equivalent) and writes each one down, 
finally taking a mean average of all the tempos.297 This resultant number is usually 
between 90 and lOOBPM -  some 20BPM lower than the mean average of charting hits 
of the last 60 years. This experiment is repeatable [1 have done it eight times with 
different groups of individuals in different UK locations) and the mean average tempo 
is always substantially lower than 120BPM -  and almost always lower than lOOBPM.
Why do [student) acoustic guitarists, on average, appear to write intros that 
are slower than the mean average tempo of top 40 hits? First, we know that hits of the 
last 60 years were written using many different instruments and methods, so it may 
be possible that non-guitar-based songs [written using a piano, drum kit, drum 
machine, live band or, more recently. Digital Audio Workstation) raise the BPM 
average of the larger dataset. It may be that the charts' average BPM have been 
skewed by listener preferences -  that is, it is possible that the unknowable BPM 
average of all the non-hits written during the same 60 year timescale is lower, and
297 The real purpose of the exercise is then revealed to the group and a discussion develops regarding the 
benefits and disbenefits of using a strummed-chords-first approach to songwriting. Technical note -  
when students perform songs in compound time signatures the main 'conductor’s baton' pulse is 
taken for the tempo, so a song in 1 2 /8  would have its BPM taken as if it w ere 4 /4  triplets.
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that market forces have 'killed' slower tempo songs in sufficient numbers to bring up 
the average.
But there may also be an explanation in the ergonomics of the guitar itself. An 
acoustic guitar is strummed using an up-down motion, with the strumming hand 
pivoting at the wrist or elbow. Rarely does a competent guitarist strum four crotchet 
downstrokes to the bar; this would be considered too boring by most players. So an 
upstroke is included to create syncopated interest, based on a quaver or semiquaver 
rhythmic grid. If a quaver-based grid [groove) is selected the strumming is usually 
from the elbow and the arm movement greater [than wrist-based strumming). It is 
quite physically demanding -  and loud -  to strum 240 strokes per minute using an 
elbow pivot, especially in the relaxed quasi-social environment of an acoustic guitar- 
based songwriting workshop. So the guitarist chooses a slower tempo [than 120BPM). 
However, quaver syncopations at 90-100BPM can sound rhythmically boring if played 
as full six-string strummed chords, so the guitarist adds interest by subdividing the 
rhythmic grid, playing a semiquaver-based syncopated rhythm [which, interestingly 
but for no obviously apparent reason, very often plays a rest on beat 3 of the bar of 
4/4). This rhythm sounds rather rushed and busy at tempos beyond lOOBPM or so, 
increasing the tendency of players to favour slower tempos.298
We can reasonably speculate, then, that non-guitaristic initial stimuli may 
encourage faster tempos. In addition to my earlier discussion of pharmacological 
influences on tempo, 1 have written elsewhere about possible technological drivers of 
this particular songwriting parameter:
There is an apparent relationship between the mechanics of 
process and the characteristics of the finished product, and this 
can be dramatically affected by assistive technologies. To choose a 
prosaic and unsubtle example, a large amount of early 1990s
298 Guitar ergonomics is one possible explanation. 1 readily acknowledge som e of the risks of this
experimental methodology; the songwriting group are not particularly culturally diverse, nor are they  
placed in a 'real' songwriting situation, hut I suggest that any other experimental approach [for 
example, taking a mean average tempo from a large number of songs that w ere known to have been  
written on acoustic guitar] would show  a similar result. But for my purposes it is sufficient, 
demonstrating as it does an interrelationship betw een process and product, evidenced here by tempo.
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Dance and House tracks [...] have a tempo of exactly 120 beats per 
minute. This is because the software template of one of the most 
influential pieces of software -  Cubase -  defaulted to this tempo in 
1989 when it was launched, increasing the likelihood of 
composers using it in their work. 299
As we have seen, guitar-playing ergonomics is only one possible explanation 
for the results of the guitarist's tempo test. The test environment of a songwriting 
workshop may be another: perhaps some student guitarists are socially 
underconfident playing high-tempo [implicitly loud) songs in that environment. There 
may be a demographic explanation -  that an individual who owns an acoustic guitar 
and self-identifies as a 'songwriter' may be the kind of person who chooses to write 
introspective or melancholy music with an implicitly slower tempo. Regardless of the 
source of the phenomenon, and remembering that my research limits itself to 
observable behaviours only, the experiment reliably proves the wider point that a 
combination of demographic, instrument choice and socio-physical environment can 
materially and consistently affect the musical parameters of a song. The process and 
product hypothesis will be explored further in the case studies.
3.8. The songwriting survey -  a blind alley
Part of my motivation to undertake this thesis was born of a desire to be a 
better teacher of songwriting, through an improved understanding [beyond my 
personal songwriting experience) of the creative process, with the aim of 
incorporating the findings of the research into future songwriting curricula. Therefore, 
my earliest [non-participatory) informal observations of songwriters used my own 
students. Demographically, the songwriting students were typically aged 18-40 
[including mature students and postgraduates) and were usually instrumentalists, 
most commonly guitarists. It therefore follows that most of the students had greater 
prior experiential learning as guitarists than as they did as songwriters. Often the
299 Bennett, "Collaborative Songwriting -  the Ontology of Negotiated Creativity in Popular Music Studio 
Practice.”
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students' chord literacy was fairly strong, with the majority of all cohorts having a 
wide enough chord vocabulary to play along to most well known songs. Creatively, 
though, the students were often considerably less experienced at writing songs 
[particularly lyrics) than they were at playing and singing them, and it appeared that 
this mismatch between musical literacy and songwriting experience created very 
particular teaching and learning challenges. As 1 continued to develop and teach 
songwriting curricula [2001-2012), 1 was also required to assess student songs at 
undergraduate and Master's level. During this period 1 began to notice several 
common characteristics in weaker student work, and contrasted these characteristics 
with professionally written songs in relevant genres. The most common and obvious 
apparent comparative weakness was a lack of attention to detail with lyric writing, 
which often manifested itself as an unclear thematic meaning in the finished student 
song. When issues of lyric clarity were discussed in formative assessment tutorials, 
some students would respond to the feedback with additional lyric rewrites, but 
others would take a more defensive approach, typically [selectively) citing 
commercially successful songs that also contained elliptical or unclear lyrics as 
justification for the avoidance of any further editing work on their own song. Even 
though this reluctance to rewrite could be explained as simple laziness [weaker 
students might exhibit similar reluctance when asked to make edits to an essay), as a 
teacher 1 was beginning to observe an apparent emergent behaviour -  that student 
songwriters often wrote lyrics that were thematically less clear than the majority of 
commercially successful songs.
It is important to place the research in this context because 1 believe that my 
prior experiences as a teacher of songwriting may have introduced a subtle but 
significant researcher bias -  or at least an unproven assumption -  into the early stages 
of my research. It was clear to me that commercially successful songs, particularly in 
mainstream genres, were more likely to exhibit thematic lyric clarity than student 
songs. But this led to a non sequitur assumption -  that successful songwriting teams
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are therefore more likely to identify the song's thematic meaning earlier [than 
students) in the creative process. Identifying the lyric theme, whether clear or 
elliptical, is undoubtedly an imperative behaviour for many songwriters, but the 
primary and secondary interview evidence reveals that the point in the process at 
which this creative decision is made varies enormously from songwriter to 
songwriter. Indeed, there are many common working practices where co-writing 
teams will create all of the music before starting work on the lyric [see the Mona Lisa 
case study for an historical example).3o°
This led me to investigate further and to test my early hypothesis that 
amateurs and professionals may exhibit different creative behaviours from each other. 
Clearly a partly quantitative methodology would be required to fuel any meaningful 
conclusions regarding behavioural trends: this took the form of an online survey, 
whereby participants who self-identified as songwriters answered questions [multiple 
choice and qualitative) about their creative practices. The survey was undertaken 
during October and November 2012, and 153 songwriters responded. The 'About You' 
respondent information took great pains to identify the extent to which songwriters 
were genuine professionals [there being a possible respondent bias in favour of 
identifying oneself as a 'pro songwriter'), and the respondents that 1 identified in this 
way were those who were PRS members, had received royalties from their work, had 
written more than 100 songs, and who self-identified as professionals. This resulted in 
18 respondents in the 'pro' category, with the remaining 135 in the 'amateur' 
category. The survey asked questions about the specifics of the songwriting process, 
including the order of events in creative decision-making [melody, harmony, 
production, lyrics or lyric theme as starting point), motivations to start a new song, 
technological and instrumental tool selection, development and editing of melodies
300 I was not, of course, unaware that there are many songwriting teams who use a music-first approach. 
Rather, my assumption was that when music and lyrics w ere written concurrently, professional teams 
w ere more likely (than amateurs] to decide upon the lyric them e early in the process.
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and the establishment of lyric themes. It combined multiple choice answers and 
qualitative responses. The full list of questions can be found in appendix 4.
3.8.1. Results of the Songwriting Survey
The survey was intended to provide some modest statistical and qualitative 
data that would serve as triangulation for the detailed qualitative data generated by 
the primary and secondary case studies. Part of its purpose was to test the 
amateur/pro hypothesis, and to generate additional qualitative commentary about 
motivations for songwriting and creative processes. Given that only 18 'pro' 
songwriters responded, 1 did not consider this a large enough dataset to provide a 
useful statistical comparison with the larger 'amateur' group. The qualitative 
responses, having been collected anonymously, could not be contextualised against 
any particular song, and so were of very limited use when analysed in isolation. Some 
of the responses from the 'pro' group [to the invitation to 'describe the processes you 
use when you write songs with others') are shown below:
1 would probably take more of a role on the lyric-writing, and the 
collaborator would take more of a role in the harmony-writing. 
But we would attempt to combine existing fragments of lyric or 
conceptual ideas into a coherent thought structure as to what the 
song is 'about', find an interesting line for the first line of the song 
and a catchy line for the chorus and then expand these out. We 
would then experiment with harmony until we hit upon 
something that sounded promising for the subject matter and 
being improvising melody over that. The rest of the process would 
be as above. Occasionally we might need to take time apart from 
each other, to work without fear of an 'editing eye' and then return 
with numerous ideas to decide upon together.
Usually one of us has the initial idea - or even most of the song - 
already and so it is then a question of developing it further. 
However, 1 am about to embark on a collaboration where we have 
more defined roles and 1 will be primarily contributing lyrics.
1 find collaborative work is more fluid if you abandon your typical 
work-flow and techniques and allow the writing process to be 
defined by the combination of skills the collaborators. This usually 
involves improvising together until some interesting moments 
happen and can be used as the starting point for more structured 
songs.
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We dont talk, we just know what we do and do it
Have done this but only a few times. Have written in the same 
room with others, have written over a backing track or bass line, 
have also provided others with a backing track - and emailed back 
and forth. It's usually best to set a time limit, or the song never 
gets done.
1 work with one co-writer and he only brings the music to the 
table, usually one idea. We then build upon this, and the lyrics 
come last.
1 have found collaboration much more satisfying and fruitful when 
I've been able to write in the same room as the other person, with 
a piano or guitar to hand, as opposed to writing via email or other 
remote method.
On reviewing these comments, it became immediately clear to me that the 
qualitative data was meaningless without a very large amount of contextual 
information; the comments would only be useful if we knew the creative intentions of 
the songwriters, the genres they were trying to write in, the nature of the working 
relationship with any collaborators, and the context in which the song was to be 
received by listeners. The collected demographic data demonstrated triangulation 
problems, because the amateur/pro definition was not sufficiently nuanced to support 
any useful inferences about the songwriters' creative context. The primary and 
secondary case studies provided such context, of course, but collecting this amount of 
information on a per-song basis using an online survey (for a statistically meaningful 
number of respondents) would have been logistically impossible. It was obvious that 
isolated qualitative comments did not provide enough depth to inform useful 
understanding of the songwriters' creative behaviours.
The quantitative data provided some possible inferences, but these were, 
again, unsophistated and unreliable when taken out of context. Shown below are 
graphs of the responses to question 19 (the 'initial stimulus' question):
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Of the last few songs you wrote, what was the most common creative starting point (whether 
provided by yourself or a co-writer)?
Drum loop or similar 
com pu ter-generated  Idea
Live jam m ing with a  band 
Title
Lyric fragm ent
Overall lyric co n cep t
Singing over chords 
(guitar/piano or similar)
Singing unaccom pan ied
C om pleted lyric provided 
by collaborator
C om pleted m usic  provided 
by collaborator
A dapting so m e o n e  _  
e ls e 's  song
Figure 14 -  Survey Q.19 responses (amateur songwriters -  135 
respondents)
Of the last few songs you wrote, what was the most common creative starting point (whether 
provided by yourself or a co-writer)?
Drum lo o p o rsim ila r 
com pu ter-generated  idea
Live jam m ing with a  band 
Title
Lyric fragm ent
Overall lyric co n cep t
Singing over chords 
(guitar,'piano or similar)
Singing unaccom pan ied
C om pleted lyric provided 
by collaborator
C om pleted m usic  provided 
by collaborator
A dapting so m eo n e  
e ls e 's  song
20% 25% 30% 35%
Figure 15 - Survey Q.19 responses (pro songwriters -  18 respondents)
Can we infer from these data that singing over chords can be a creative
starting point for some songwriters? Probably, but this is hardly a sophisticated 
insight into songwriters' processes. Can we infer, for example from the difference 
between the proportion of each group that start from a lyric fragment, that the 
amateur and pro groups exhibit similar or different creative behaviours from each 
other? Almost certainly not -  the number of respondents is too small.
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How important is lyric meaning to you?(’lyric meaning’ refers to the central 
idea/theme/story of the song)
V e r y  i m p o r t a n t  -  t h e  s o n g 's  
m a i n  i d e a  n e e d s  t o  t>e 
c o m p l e t e l y  c i e a r t o . . .
Q u i t e  i m p o r t a n t - t h e  
m e a n i n g  n e e d s  t o  b e  c l e a r  
b u t  t h e r e  i s  r o o m  f o r . . .
N o t  f u s s y  •  I d o n 't  m i n d  
if  t h e  m e a n i n g  i s n ’t  
c o m p l e t e l y  c i e a r t o  t h e  ..
N o t  i m p o r t a n t  -  m y  
s o n g s / s t y l e  d o n 't  n e e d  t h e  
ly r ic  t o  b e  m e a n i n g f u l
N o t  a p p l i c a b l e  - 1 d o  
n o t  w r i t e  m y  o w n  l y r i c s
Figure 16 - Survey q.22 response (pro group)
How important is iyric meaning to you?('lyric meaning’ refers to the central 
idea/theme/story of the song)
V e r y  i m p o r t a n t  -  t h e  s o n g ' s
c o m p l e t e l y  c i e a r t o
Q u i t e  i m p o r t a n t  -  t h e  
m e a n i n g  n e e d s  t o  t>e c l e a r -
N o t  f u s s y  - 1  d o n ' t  m i n d  
i f  t h e  m e a n i n g  i s n ' t  
c o m p l e t e l y  c i e a r t o  t h e .
N o t  i m p o r t a n t  -  m y  
s o n g s . ' s t y l e  d o n ' t  n e e d  t h e  
l y n c  t o  t i e  m e a n i n g f u l
N o t  a p p l i c a b l e  - I  d o  
n o t  w n t e  m y  o w n  l y n c s
2 0 %0 % 4 0 % 6 0 %
Figure 17 - Survey q.22 responses (amateur group)
With a larger overall pool of respondents, the two groups' opinions regarding 
the importance of lyric meaning might have allowed the research to infer creative 
priorities [but not processes] from this question. However, in practice the small 
sample size of the pro group [18] prevents any meaningful conclusions from being 
drawn.
On reviewing the results of the Songwriting Survey in November 2012 1 came 
to the conclusion that it was not a useful tool in the investigation of my core research 
questions, and took the decision to abandon it. All of the data -  qualitative and 
quantitative -  are only helpful if we know the context/background of each
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respondent, and only if we can triangulate the responses with artistic material i.e. 
finished or part-finished songs. I include the above excerpts and commentary because 
the failure of the online survey [to produce meaningful contextualised data] 
reinforced my main interview and auto-ethnographic methodologies. Songwriting 
activity is necessarily undertaken on a per-song basis, so the outcome of every 
songwriting session will always be individual, unique and unrepeatable. This supports 
Sloboda's methodological hypothesis [see Chapter 1] that composer research must be 
undertaken on a per-composition basis, through retrospective reporting or live 
observation. The activity of songwriting generates highly contextualised qualitative 
data; I contend that a statistical approach is meaninglessly reductive of it.
3.9. Creativity -  conclusions
We have seen that songwriters must be able to create songs that are new, 
surprising and valuable. Of these three criteria, only newness can be reliably evaluated 
at the point of creation, and even then a subjective error of judgement may occur in 
the songwriter, leading sometimes to inadvertent plagiarism through cryptomnesia. It 
is for the listener to be surprised by a song, and for the field of massed listener 
preferences to ascribe value to it. Unhelpfully for the songwriter, the necessary 
environmental feedback from listeners occurs substantially after the fact, and lacks 
specificity. Songwriters usually do not know why listeners engage significantly with 
some of their songs but not others, so while they may be able to learn from their 
mistakes, it is extremely difficult for them to learn from their successes, because of the 
'environmental feedback problem' identified by Sloboda. Because of this, the 
songwriter's process must allow for many unsuccessful songs to be written.
Songs are evolved objects, containing characteristics of their ancestors, so a 
songwriter who has extensive knowledge of the domain may have a creative 
advantage over one does not. Songwriters frequently and cheerfully talk about their 
influences, and this appears to have no negative implications for listener-perceived
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authenticity. Successful songwriters have listened to a very large number of existing 
songs; songwriting adheres clearly to the theory of Creativity as Acquired Expertise.
The synthesis of new creative ideas in a songwriting environment is a partly 
combinatory/bisociative act. Songwriters may collide two or more extant ideas from 
other songs or even from outside songwriting, including fields such as literature, film, 
autobiographical or biographical experience, current affairs, history or visual art. All 
songwriters must necessarily compare their ideas with the existing domain of prior 
work, because they are required to avoid plagiarism if they are to avoid losing 
ownership of their own work.
So we can now begin to draw some tentative conclusions regarding the 
prerequisite characteristics of successful songwriters. They must be experienced 
listeners; they must practise their craft; they must be able to bisociate ideas; they 
must be able to recognise and counter cryptomnesia; and they need access to an 
effective arsenal of problem-solving skills. Even an individual who has access to this 
experiential skillset may still create many unsuccessful songs, particularly at the start 
of their career.
In the next chapter I will discuss what happens when two or more of these 
individuals get together.
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4. Collaboration
Together we are beautiful
Ken Leray/Fern Kinney^oi
You did me a great service. You gave me a confidence in myself that I 
shouldn't have had alone.
Jean-Paul Sartre, of Simone de B e a u v o ir ^ o z
We have seen that, historically, a large number of successful songs have been 
written by teams. Given that songwriters who agree to collaborate are explicitly 
choosing to sacrifice a large proportion of their ownership and earnings [typically 
50%], we can speculate usefully on why a songwriter might be motivated to choose 
partnership over lone w o r k in g .^ o s  i propose the following [non-exclusive] hypotheses 
for a songwriter's motivation to choose collaboration; these will be tested later in this 
chapter.
Economically motivated-, the Other's expertise is so valuable that it would 
enable the team to create an object that is more than twice as successful, 
comfortably compensating for the split.
Artistically motivated: the Other's contribution adds artistic depth or breadth 
to the song that would be unavailable from working alone.
Emotionally motivated: the Other's presence increases the songwriter's 
confidence, productivity or motivation to write.
Discursively motivated: the Other's validation/veto of the songwriter's own 
ideas is itself sufficiently valuable to justify collaboration.
Vocationally motivated: the Other may be more likely to ensure the song's 
success after it is written, or provide networking opportunities for the 
songwriter.
Pragmatically motivated: the Other provides necessary skills and expertise -  
for example, in the case of a lyricist who does not compose music.
As we saw in the previous chapter, mathematician Jacques Hadamard argues
that selectivity [of fruitful combinations of ideas among less valuable ones] is a
fundamental prerequisite for creativity, concluding that 'to invent is to c h o o s e ' .^ o ^  He
301 Fern Kinney, Together We Are Beautiful WEA/Malaco, 1980.
302 Simone de Beauvoir, Ad/eux; A Farewell to Sartre. New York: Pantheon Books, 1984. p .l6 8
303 Of course there are an enormous number of possible splits, but for the purposes of hypothetical 
discussion above 1 will assume a two-person partnership and equal shares.
304 Hadamard, The Mathematician's Mind, 30.
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contends the act of choosing is inherently creative, citing poet and critic Paul Valéry, 
who divides the creative act into the generation of combinations and the selection of 
value among these, contending that there are two literal or figurative 'creatives' at 
work, and that the editor is more important than the maker:
It takes two to invent anything. The one makes up combinations; 
the other one chooses, recognizes what he wishes and what is 
important to him in the mass of the things which the former has 
imparted to him. What we call genius is much less the work of the 
first one than the readiness of the second one to grasp the value of 
what has been laid before him and to choose it^os
Valery's dualist view implies that a creative process may be enhanced by a 
separation of maker and editor; his is a different type of dualism from Koestler's 
concept of bisociation, but either hypothesis for creative success could potentially be 
enhanced by collaborative working methods. Vera John-Steiner's Creative 
CoUaboration^^^ provides two case studies^o^ that demonstrate 'complementarity' in 
the creative arts. This term is sub-categorised as 'disciplinary complementarity'
[which maps to my 'economically motivated', 'pragmatically motivated' and 
'artistically motivated' songwriting categories) and 'temperamental complementarity' 
[which maps to 'emotionally motivated' and 'discursively motivated'). My 'vocational' 
category is perhaps specific to career songwriters and does not find an easy parallel in 
John-Steiner's work because it does not affect the creative act in real time, even 
though it may be a driver of creative behaviours.
4.1. The songwriting team
Songwriting teams come in several sizes, but the most common of these is a 
two-person partnership, or to borrow Forsyth's term from Group Dynamics, dyad.^os it 
is uncommon for a song to be written by more than four or five people. The
305 Paul Valéry, Introduction à la Méthode de Léonard de Vinci. Éditions de la Nouvelle Revue Française, 
1919; Hadamard, The Mathematician's Mind.
306 Vera John-Steiner, Creative Collaboration. Oxford: Oxford University Press, 2000.
307 Picasso and Braque; Stravinsky and Balanchine.
308 Donelson R Forsyth, Group Dynamics. Belmont, CA: Thomson/W adsworth, 2006, 30.
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songwriting team comes together, once or several times, for a specific purpose -  to 
write a song. Civen that the size of songwriting teams does not vary enormously, and 
the nature of their purpose is so specific, it is a relatively simple matter to define 
songwriting teams' characteristics based on terminology [italicised below) from social 
psychology:
• They are always plannedgroupsA^'^ because they are deliberately formed for a 
particular purpose [to write a song):
• They are secondary groupsf^^ in that they may be temporary and are less 
emotionally involving than primary groups such as families.^n
• They are usually/oundedgroups [groups created by their members) and 
therefore have internal origins [for example, when two songwriters choose to
co-write).312
• In some cases they may be concocted groups with external origins [for example, 
when a publisher puts two co-writers t o g e t h e r ) . 3 i 3
• They are always task groups, and also, for professional songwriters at least, 
employment-based groups.^^'^
4.2. Imperative and discretionary behaviours
Using the constraints of song identified previously, we can reasonably infer
that there are certain specific musical and literary tasks that a songwriting team must
undertake if they are, by the end of the process, to be able to claim that they have
written a song. I attempt to summarise these below, and will from hereon describe
these overarching requirements as 'imperative behaviours'. A songwriting team must:
Agree a lyric theme -  decide what the song is 'about' thematically.3i5 
Agree the song's form.
Agree the song's melody.
Agree the lyric.
Agree time signature and approximate tempo.
Agree key signature, at least for the initial performance/recording.
309 Dorwln Philip Cartwright and Alvin Zander [eds), Group Dynamics: Research and Theory. 3rd ed. 
London: Tavistock Publications, 1968.
310 Charles Horton Cooley, Social Organization, a Study o f  the Larger Mind. Cornell University Library, 
1909.
311 There are of course songwriting teams that consist of family members -  for example the Bee Gees -  
who are simultaneously primary and secondary groups, although they are functionally secondary 
groups.
312 Holly Arrow, Small Groups as Complex Systems: Formation, Coordination, Developm ent and Adaptation  
Thousand Oaks, CA: Sage Publications, 2000.
313 Arrow, Small Groups as Complex Systems.
314 Brian Lickel et al., "Varieties of Groups and the Perception of Group Entitativity,"/oi/rna/ o f Personality 
and Social Psychology 78, no. 2 [2000): 231, doi:10.1037//0022-3514 .78 .2 .223 .
315 This applies even if the eventual lyric them e is ambiguous or elliptical -  this is, the avoidance of 
thematic clarity is itself a conscious or tacit creative decision.
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• Produce an artefact^i^ -  typically an audio recording or lyric/chord sheet, but 
sometimes a stave-based score.
1 have deliberately used the verb Agree in this list of imperatives. All of my 
case studies (secondary and auto-ethnographic) provide strong evidence that for a 
creative idea to survive in the co-writing environment, the process -  and the 
auditioning of each individual idea -  must finish with agreement, or at the very least, 
naysayers must yield to the Other's viewpoint. There are, no doubt, situations where a 
song is completed without full agreement, allowing non-agreed creative ideas to end 
up in the final song, but consensus is so ubiquitous in interviewees' reportage of the 
songwriting process that 1 consider it to be a prerequisite for successful collaboration. 
There will almost certainly be disagreement during the process -  this is the driver of 
the editing/negotiation/veto that must occur -  but it is usual practice for all team 
members to be happy with the finished product by the end, or at least for any 
remaining disagreements to be met with acquiescence from one of the writers. Several 
of my auto-ethnographic co-writes have ended unsuccessfully, but this manifests itself 
as the partnership agreeing to abandon the song rather than one party getting their 
way against the explicit wishes of the Other.
The ubiquity of agreement in songwriting practice makes it unlike some other 
types of professional relationships. In many workplace situations a boss or manager 
can give instructions that a subordinate must follow, even if the latter disagrees with 
the reasoning behind them. My secondary case studies and auto-ethnographic co­
writes suggest that such unequal instructional power relationships are extremely rare 
within songwriting partnerships, to the point of being effectively non-existent as an 
industrial or creative model. There are power relationships in song production 
outside of songwriting teams where the power balance is unequal, including client 
commissions, publisher A&R, musical direction, hired session musicians and some 
studio production situations. But where songwriters are working together the power
316 Copyright law actually requires that a song be fixed in a 'tangible medium' in order to be eligible for 
copyright -  see Demers, Steal This Music -  How Intellectual Property Law Affects Musical Creativity, 35.
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balance is usually equal, even if roles are demarcated. Because the inherent practices 
of collaborative songwriting -  veto, adaptation and negotiation -  are usually carried 
out in a power-balanced environment, this tends to make agreement and consensus 
into prerequisites for songwriting teams' working methods, as my case studies will 
show.
Additionally to the imperative behaviours, the songwriting team may
(immediately or later) undertake post-songwriting 'discretionary' behaviours, which
can include any of the following activities:
Record the song to a high standard of production/performance 
Register the song (e.g. with an online database such as the UK's PRS for Music) 
Agree to abandon the song
Agree to rework or rewrite the finished song in the future 
Distribute or perform the song to others -  typically an artist, fellow songwriter
or industry contact -  for evaluation
As this list shows, discretionary behaviours all work on the assumption that 
the song is, in some sense, finished, or at least finished to such a level that enables the 
discretionary activities to occur. This requires two interpretations of 'finished'. First, 
enough of the song must exist for all collaborators to agree that the song is complete 
in music industry/lP terms, to the extent that it could be identified and owned by the 
parties and/or their publishers. Secondly, the song needs to contain enough musical 
and literary information to afford the next steps of the song production process. To 
choose an obvious illustrative example, a songwriting team that had only completed 
verse two would not expect a session singer to improvise the lyrics to all of the other 
verses, unless that session singer were themselves being invited into the songwriting 
process.
Even the worst-case scenario, of the partnership abandoning the song, can 
only occur if the creative team has completed enough of the process to evaluate the 
work as suitable for the cutting room floor. These imperative and discretionary 
categories of creative behaviours are in some ways analogous to the distinction 
between song and track; that is, there is some overlap, but the latter cannot exist
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without the former. 1 make this point to reiterate the philosophical idea of 
imperativeness -  that is to say, until the imperatives are completed, the song cannot 
be said to exist.
4.3. Group Flow and problem-finding creativity
Most established literature regarding task-based groupwork 3i7 assumes for 
the most part that workplace groups are trying to solve a particular problem; much of 
the psychology literature-on-group creativity starts from a similar assumption. 
Indeed, problem-solving has arguably become a sub-discipline of creativity studies, 
Simonton's discussion of Campbell’s BVSR i^  ^being a typical example 220. This is a 
challenge for the study of songwriting groups because the 'creative problem' that must 
be solved (i.e. 'what should our song sound like?') is difficult to define or to evaluate 
until the point of completion. The completion point itself, where the song successfully 
achieves value, is difficult to identify with any certainty due to the post-songwriting 
elements of the song production process and later cultural processing by the field.
Keith Sawyer's work with jazz bands32i and later with a wider selection of 
creative groups 322 addresses this issue effectively by using the term problem-finding 
creativity. Songwriting teams are not required to find their way to a specific song, 
because no team member knows exactly what the song will sound like until it is 
completed. Therefore, while the collaborative creative process can easily be framed as 
a problem-solving exercise, the partnership has an additional imperative duty -  to 
create the problem that must be solved through creativity. Sawyer sites improvising
317 Arrow, Small Groups as Complex Systems; Lickel et al., "Varieties of Groups and the Perception of 
Group Entitativity"; Forsyth, Group Dynamics.
313 John M Levine and Richard L Moreland, "Collaboration: The Social Context of Theory Development.," 
Personality & Social Psychology Review  8, no. 2 (May 2004): 164-172 , doi:Article.
313 Blind variation and selective retention.
320 Dean Keith Simonton, "Creative Problem Solving as Sequential BVSR: Exploration (total Ignorance) 
versus Elimination (informed Guess),” Thinking Skills and Creativity 8 (April 2013): 1-10 , 
doi:10.1016/j.tsc.2012.12.001.
321 R Keith Sawyer, Group Creativity: Music, Theater, Collaboration. Mahwah NJ: L Erlbaum Associates, 
2003.
Keith Sawyer, Group Genius: The Creative Power o f  Collaboration. New York: Basic Books, 2007.
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jazz bands at the extreme end of the solving/finding continuum, but notes that such 
problem-finding creativity is not unique to jazz:
Business teams are expected to solve specific problems. They 
know that by the end of the meeting they have to come up with a 
resolution of the budget shortfall, or find a way to fix a software 
bug that threatens to spiral out of control. If the goal is well 
understood and can be explicitly stated, it's a problem-solving 
creative task. The group members then are more likely to be in 
flow while working towards such a goal if they've worked together 
before, if they share much of the same knowledge and 
assumptions, and when they have a compelling vision and a 
shared mission. One study of more than five hundred 
professionals and managers in thirty companies found that 
unclear objectives became the biggest barrier to effective team 
performance.
Jazz and improv groups are at the other extreme. The only goal is 
intrinsic to the performance itself -  to perform well and to 
entertain the audience. This is problem-finding creativity because 
the group members have to "find" and define the problem as 
they're solving it. At first, this might seem very different from 
everyday business contexts. But many of the most radical 
innovations occur when the question or goal isn't known in
advance.323
Songwriting, of course, differs from jazz improvisation in the important 
respect that it is not a real-time activity. Song creation and song performance are 
linearly separated from each other in time; in jazz, (improvisatory) creation and live 
performance are simultaneous and indistinguishable from each other, at least to the 
audience. Notwithstanding this separation, 1 contend that Sawyer's term problem- 
flnding creativity describes group songwriting perfectly, because the only clearly 
defined problem that exists ('what should our song sound like?') is a macro-level one, 
leading immediately to equally elusive questions such as 'how should we write our 
song?' and 'which among us should contribute, and in what way?'). The micro-level 
problems that must be solved (e.g. 'what's the best rhyme for the fourth line of verse 
3?') are created by the partnership in order to be solved, and themselves only exist 
due to prior creative decisions born of negotiation (e.g. 'do we need three verses in 
this song?').
323 Sawyer, Group Genius.
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Sawyer uses 'Flow' after Csiksentmihalyi, who describes it as a mental state 
where time becomes fluid from creators' points of view; they become more 
productive, and experience feelings of happiness/enjoyment. 224 Csiksentmihalyi 
contends that Flow is biologically derived, with the brain being evolutionarily 
predisposed to reward creativity:
...we are the descendants of ancestors who recognised the 
importance of novelty, protected those individuals who enjoyed 
being creative, and learned from them. Because we had among 
them individuals who enjoyed exploring and inventing, they were 
better prepared to face the unpredictable conditions that threaten 
their survival. So we too share this propensity for enjoying 
whatever we do, provided we can do it a new way, provided we 
can discover or design something new in doing it. This is why 
creativity, no matter in what domain it takes place, is so enjoyable.
325
Csikszentmihalyi identifies four prerequisites for Flow; the Merging of Action 
and Awareness (that is, an almost 'automatic' state where creative actions may not be 
conscious); Avoiding Distraction; Forgetting Self, Time, and Surroundings; and 
Creativity as Autotelic Experience (that is, the creative process is emotionally 
rewarding for its own sake rather than for any anticipation of later reward).
Sawyer applies these prerequisites of Flow to his studies of creative groups, 
and asks 'what happens when everything comes together to help a group be in flow?'. 
326 He identifies ten conditions for Group Flow, which are, helpfully, mostly self- 
explanatory [explanation included where this is less so]:
The Group's Goal
Close Listening [to other group members]
Complete Concentration 
Being in Control 
Blending Egos 
Equal Participation
Familiarity [with other group members]
Communication
324 Mihalyi Csikszentmihalyi, "Creativity, Fulfillment and Flow" - TED Conference Presentation 
(Monterey, California, 2004), http://www.youtube.com/watch?v=fXleFJCqsPs; Csikszentmihalyi, 
Creativity: Flow and the Psychology o f  Discovery and Invention.
325 Csikszentmihalyi, Creativity: Flow and the Psychology o f  Discovery and Invention, 109.
326 Sawyer, Group Genius, 43 -54 .
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Moving it forward^z?
[accepting] The potential for failure
These conditions would work well as a set of house rules for a songwriting 
session, because, as my case studies will show, they describe some of the extra­
musical skills that songwriting teams demonstrate in practice. 328
4.4. Case studies - overview
My discussions of methodology in Chapter 1 have identified several evidence 
base issues that this research must try to address if it is to draw meaningful inferences 
from its qualitative data. Interviews with famous songwriters allow breadth in terms 
of the number of songs that can be studied and also value because we can select only 
interviews that pertain to hits, but these sources are almost always long-term 
retrospective, and lack depth in their discussions of songwriting processes. Studies of 
unsuccessful or not-yet-successful songwriters329 may not be observing creativity of 
value. Detailed studies of the creation of an individual song, such as my own auto- 
ethnographic work, achieve unprecedented depth but lack breadth, being as they are 
exhaustive linear accounts of the creation of an individual song. They may also lack 
immediate value, at the point of creation at least, because it is not known how the field 
will receive these songs.
My solution, then, has been to use two methods and look for commonalities 
between the evidence they generate. The first approach is based on published
327 “Listen closely to what is being said; accept it fully; and then extend and build on it". This approach can 
be characterised as 'yes, and’ as opposed to 'no, but’. Sawyer, Group Genius, p.54
328 I note here, for the purposes of balance, recent scholarship that highlights difficulties defining the 
state of Flow beyond the broad qualitative terms described above. Sinnamon et al (2012) attempted 
to measure the extent to which musicians experienced Flow, and although their research did find that 
participants did self-report such a state, defining it presented a methodological challenge, particularly 
regarding parameters for Loss of Self-Consciousness. S. Sinnamon, A. Moran, and M. O’Connell, "Flow 
Among Musicians: Measuring Peak Experiences of Student Ferformers," Journal o f  Research in Music 
Education 60, no. 1 (April 1, 2012): 6 -25 , doi:10 .1177/0022429411434931.
329 L. Gabora, "The Creative Process in Musical Composition: An Introspective Account,” Creativity: 
Technology and the Arts (2011), https://people.ok.ubc.ca/lgabora/papers/m usic-com p-ss07.pdf; P. 
DeVries, "The Rise and Fall of a Songwriting Partnership,” The Qualitative Report 10, no. 1 (2005): 3 9 -  
54; Kumm, "Finding Healing through Songwriting.”
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interviews with songwriters, but for reasons discussed in Chapter 1 [Bugg, Bostic and 
Blunt) 1 have tried to favour sources where the songwriter is less incentivised to 
romanticise their creative process, and therefore the majority of these case studies are 
of songwriters who are not also artists. Two useful texts here in terms of breadth are 
Paul Zollo’s Songwriters on Songwriting 33o and Sean Egan's The Guys Who Wrote 
'Em.331 The first is chosen because Zollo and his subjects knew that they were 
addressing an audience of fellow songwriters; the second because all of Egan's 
subjects were non-performing songwriters who had written some successful songs. In 
both cases the evidence base is likely to provide more depth and integrity (than a 
typical 'artist' interview in the mainstream press), while still being based upon an 
object of value (that is, a successful hit). The second approach is to achieve additional 
depth through auto-ethnographic work -  writing songs with others. This approach 
reduces the possibility of the songwriting process being inauthentic by only working 
with professional songwriters with a track record, and reduces the observation effect 
by deliberately writing songs within a real-world context, such as a client pitch, artist 
collaboration or commercial commission.
4.5. Secondary ethnographic case studies
4.5.1. 'Raindrops Keep Failin' On My Head’, 1969
One of the USA's most successful twentieth century songwriting partnerships 
was that of Burt Bacharach and Hal David. Bacharach wrote the music and David the 
lyrics; their respective roles were fully demarcated in this respect. The much-asked 
journalist's question of whether music or lyrics comes first in the songwriting process 
is answered by David:
[Bacharach] would give me melodies from time to time -  1 would 
give him lyrics. Very often we sat in a room and banged out a song 
together, back and forth, back and forth. Sometimes [...] I'd be
330 Zollo, Songwriters on Songwriting.
331 Sean Egan, The Guys Who W rote ’Em : Songwriting Geniuses o f  Rock and Pop. London: Askill Pub., 2004.
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working at home on some melody he gave me, and he'd work 
separately on a lyric 1 may have given him.332
Here we see very clearly delineated stimuli: lyric and music are separate, and 
one is written [individually) in response to the other, albeit sometimes iteratively. In a 
fully demarcated co-writing model, opportunities for co-writers' evaluation of the 
stimuli are limited because the collaborators may work separately from each other, 
but there were some notable examples of Bacharach and David using successful 
negotiation in the creation of a hit, as the former recalls:
When I'm working on [melodies]. I'm making up words. And the 
words might make no sense. With Raindrops as an example, I just 
kept hearing that phrase, "raindrops keep falling on my head." Hal 
tried to change it, and go to another lyric idea, but that was a very 
good one. 1 will sing whatever phrase it is that I'm hearing with the
m u s ic .3 3 3
This requirement to make melodic lines 'sing well' is much reported by 
songwriting teams; words and music must work together because in performance 
they are not heard in isolation from one another. Bacharach's anecdote shows a 
stimulus [the titular melody and lyric phrase from 'Raindrops') being initially vetoed 
by his co-writer, but being defended by its creator by negotiation -  in this case 
becoming an unassailable example of Boden's 'H-creativity' [i.e. 'Raindrops' has since 
become a well-known classic). Often a lyric that sings well may be literarily banal or 
even nonsensical, or conversely a powerful lyric may have the wrong syllable count or 
vowel content to scan well with the composed melody. These tensions are frequently 
part of the negotiation and adaptation process for co-writers.
Bacharach is a useful collaborative songwriter to analyse for three reasons -  
he has had many hits; there is a large amount of interview material available 
regarding his songwriting; and he always collaborates with a lyricist. Note the
332 Zollo, Songwriters on Songwriting, 210-11 .
333 Zollo, Songwriters on Songwriting, 206-207 .
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underlying assumption of a collaborating lyricist in all of his descriptions of the 
songwriting process:
It works different ways. You either work with a lyric first, and set 
it to music. Like the musical we just had that previewed at the old 
Globe. All the lyrics came first, and 1 set the music to it. Or a song 
like Alfie: the lyrics came first because it had to be about what the 
movie was about. For musicals, we have to move smoothly, 
seamlessly from dialogue into music, so you can see why it would 
not be advantageous to write music first in situations like that. But 
it can happen the other way, too. You can have a melodic refrain, a 
tune with no lyrics. Even when I'm writing with that, even if I 
haven't started working with a collaborator [lyricist] on that 
particular song, I will begin with dummy lyrics. I'll just make a 
lyric up in my head—whatever it may be. It means a lot to me to 
have words with me, when I'm sitting at the piano. The words 
should sound good with the notes that I'm singing—that helps me 
more than just hearing it on the piano. 1 need something to lead 
the way... an instrument, let's say. 334
Here, Bacharach observes two important truisms that are arguably 
imperatives for all songwriters. First, the words and music must work together -  
neither lyric nor melody will eventually exist in isolation. He states that he is 
personally equally comfortable with a music-first or lyric-first method. When using 
the former method, he sings dummy lyrics in order to identify his preferred melody 
choices. It is implicit here that, for Bacharach, words and music cannot easily be 
composed fully independently of each other. He needs words of some sort in order to 
compose a melody that will sing well, specifying that "the words should sound good 
with the notes that I'm singing -  that helps me more than just hearing it on the piano". 
Secondly, thematic lyric meaning is important. Its level of importance will of course 
vary from song to song, and from songwriter to songwriter, but in the case of Alfie, 
Bacharach and David apparently chose to begin with the thematic content of the lyric 
narrative -  'the lyrics came first because it had to be about what the movie was about'. 
For Bacharach, the point in the process at which the collaborative team is required to 
identify and commit to the lyric theme is flexible, but it is implicit in this interview that
334 Burt Bacharach, "How I Write", interview by Noah Charney, Online, May 19 ,2013 ,
http://www.songwriting.net/blog/bid/115752/Songwriting-Tips-Burt-Bacharach-H ow-I-W rite.
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he believes it is a decision that must be made and cannot be ignored. An examination 
of the lyric themes in Bacharach's body of work suggests that he and his collaborators 
favour clear expression of lyric themes, the large majority of which relate to romantic 
love. It is evident from interviews that from the start of his creative process, and 
throughout, Bacharach is thinking about the creation of a complete song, as opposed 
to a separate composition that will later be married with lyrics. So all of his melodic 
choices are mindful of the requirement that they must eventually be sung. 'Raindrops 
Keep Falling on My Head' is usefully illustrative of the requisite singability of a lyric. 
There are three important words in the title lyric -  'raindrops', 'falling' and 'head'. The 
first of these comes directly on the downbeat, sung on a harmonically consonant 
major third, with its first syllable 'rain' being a comfortably long vowel, perhaps 
implying the narrator's laconic state of mind. The active verb 'falling' occurs on the 
metrically strong third beat of the bar, with the object of the sentence ['head') 
appearing on the downbeat of bar two. These three words are all comfortable open 
vowels, and both the two-syllable words 'raindrops' and 'falling' stress the important 
trochaic syllable [the first across beats 1 and 2, the second in a trochee across a 
broken triplet starting on beat 3). These metrical choices may seem obvious and 
common sense; the natural prosody of the [spoken) phrase 'raindrops keep falling on 
my head' may be said to assume this rhythm inherently, and the narrator's 
free/dreamy state of mind is implied by it. We can even perhaps infer an 
approximation of the melody's pitches from speaking the phrase; the natural 
conversational flow of these words may tend to push a singer toward higher pitches 
for the syllables 'rain', 'fall' and 'head'. It may be an inference too far to assume that 
the four-note melodic descent ["falling on my") at the end of bar 1 musically supports 
the literal verb in the title, but we should certainly not discount the potential for this 
meaning in the ear of the listener, regardless of whether Bacharach and David did it 
intentionally 335.
335 All of my research eschews Inference of authorial intent through analysis of the finished product. As
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sw in gfee l ^
C  Cmaj
Rain- drops keep  fall- ing on  m y head
Figure 18 - Opening melody and lyric from 'Raindrops' as written by 
Bacharach & David
But all lyric-setting and scansion choices, even post-facto obvious ones, are by 
their nature intentional, and by implication agreed between all members of the co­
writing team. Indeed, one of the skills of a commercial songwriter is to create lyric 
phrases and melodies that resonate in the ear of the listener, so a certain 'natural' or 
'obvious' quality to the word setting is often desirable. Bacharach states that he 'kept 
hearing' this lyric phrase, and defended it against David's attempts at veto. Clearly, his 
own view was that the lyric sang well with this melody, and that he felt strongly 
enough about this to negotiate with his co-writer. We can assume (Bacharach being a 
non-lyricist) that in his partnerships, the Other would usually have a stronger 
negotiating position in cases of thematic lyric meaning, but in this particular case 
Bacharach stood his ground because he believed that this particular 8-syllable phrase 
worked as a complete musical object.
Bacharach's attention to detail -  and to making sure it 'sang great' -  continued 
right up to and beyond the recording session with singer BJ Thomas. Note his 
preoccupation with achieving the right amount of (presumably vocal) energy in 
conveying the song's meaning, and his willingness to make studio-based edits to the 
song's form.
[the single of Raindrops] was set for release, but 1 turned down the 
pressing. 1 had been torn between two takes—one that sounded 
comfortable, one that had a lot of energy. I went with the
many writers have argued (Allan Moore and Philip Tagg to name but two), audience-inferred meaning 
in a work of art is more valid than author-intended meaning, not least because art-as-communication 
is philosophically redundant w ithout an audience to receive it. However, I do not intend to infer too  
much from my own subjective response to a song, and my interview evidence base does not include 
audiences. This thesis is about process and therefore any analysis of a finished song will only be used  
where the finished work provides reliable evidence of particular songwriting activities.
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comfortable one. But what 1 wound up doing was making an edit 
right in the middle of the song and picking up the fast one in the 
break. That's how it was finally r e l e a s e d . 3 3 6
Thematic lyric meaning in 'Raindrops' was particularly important for the co­
writers in this case, the song having been written to support the wider narrative of the 
film Butch Cassidy and the Sundance Kid.
[the title phrase] must have been born the same time from the 
movie, and it made sense in my head. Hal made it make sense 
overall, though he tried some other ways first because it's not the 
most natural way maybe one would think to write that lyric. But 
that worked almost like a glove fitting. It sang great, fit great.337
Note here Bacharach's comment 'Hal made it make sense overall, though he 
tried some other ways first because it's not the most natural way maybe one would 
think to write that lyric'. We know that the melodic/lyric titular phrase in the title was 
created in the context of the soundtrack-song brief:
Bacharach was writing the score for Butch Cassidy and the 
Sundance Kid, a film starring Paul Newman and Robert Redford as 
1890s train robbers. Director George Roy Hill wanted something 
evocative of the period for a particular scene where Newman 
takes a romantic bike ride with Katherine Ross. Though Hill was 
initially opposed to the idea of a pop song with a lyric, Bacharach 
talked him into it.338
Therefore at the time of composing the title phrase Bacharach would have 
known the romantic/pastoral feeling that the song was required to evoke, and to some 
extent the visuals that it was intended to accompany. The collaborative creative 
process, then, involved Bacharach's defence of his initial stimulus idea [the title 
phrase with its melody] despite David's initial negativity, and required the 
partnership thereafter to find a way to relate these words to the intended thematic 
meaning. David would have been required to achieve this meaning in the remainder of
336 Burt Bacharach, Performing Songwriter magazine -  "The story behind 'Raindrops Keep Failin' on My 
Head'" [issue 96], interview by Bill DeMain, October 2006, 
http://perform ingsongwriter.com /raindrops-fallin-head/.
337 Bacharach, Burt Bacharach: How 1 Write.
338 Bacharach, Performing Songwriter magazine -  "The story behind 'Raindrops Keep Failin' on My Head’" 
[issue 96].
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the lyric, maintaining the twin constraints of the 'bike ride' brief and thematic 
adherence to Bacharach's successfully defended title hook. A brief look at the finished 
lyric bears some fruit here. Armed with the knowledge that David was reverse- 
engineering the lyric theme from these twin constraints, we can see how he develops 
the title as the song's overarching metaphor [of raindrops representing the relentless 
trials and tribulations of life), and creates for the narrator a carefree 'bike ride' 
response to this, that is consonant with the overarching soundtrack brief.339
Raindrops keep failin' on my head
And just like the guy whose feet are too big for his bed
Nothin' seems to fit
Those raindrops are failin' on my head, they keep failin'
So 1 just did me some talkin' to the sun
And I said 1 didn't like the way he got things done
Sleepin' on the job
Those raindrops are failin' on my head, they keep failin'
But there's one thing 1 know
The blues they send to meet me won't defeat me
It won't be long till happiness steps up to greet me
Raindrops keep failin' on my head
But that doesn't mean my eyes will soon be turnin' red
Cryin's not for me
'Cause I'm never gonna stop the rain by complainin'
Because I'm free 
Nothin's worryin' me 34o
The lyric shown above reveals the song's form -  this is an AABA form 
'standard', albeit with 9-bar verses, a 10-bar bridge and an extended 13-bar final 
verse. In the hit single version, the trumpet solo enters immediately after verse 3, 
playing a repeat of the bridge and allowing the vocal to lead into a repeat of the final 
verse. AABA was of course the dominant song form of the first half of the 20th century
339 Michael Brocken and others have noted the song's incongruity in the film: he and other 'Bacharanians' 
do not consider it to be Bacharach's finest work. See Michael Brocken, Bacharach: Maestro! The Life o f  
a Pop Genius. New Malden, Surrey: Chrome Dreams, 2003,
http://public.eblib.com/EBLPublic/PublicView.do?ptiID=434441.1 make no comm ent on the song's 
critical reception, only on the context of its creative brief as being simultaneously soundtrack and pop 
song, where it must be constrained and informed by the conventions of both.
340 B J Thomas, 'Raindrops Keep Failin' On My Head'. Scepter Records, 1 9 6 9 .1 claim fair use in 
reproducing the lyric in its entirety here on a not-for-profit basis. Audio available at 
joebennett.net/phd.
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[albeit fairly common in Bacharach and David's catalogue], and may have been 
selected for its nostalgic properties, or possibly for its shorter duration. The form 
itself, at medium tempo, only generally provides around 90 seconds of music and this 
is effective in the context of the Butch Cassidy film, taking up only around half of the 
screen time of a complete pop song.^^i The song was successful in two contexts -  as a 
movie soundtrack and as a hit single -  but the form was adapted differently in each 
case, by extending the [01:31] runtime of the basic AABA structure in contextually 
appropriate ways.
After all of the songwriting imperatives were achieved, Bacharach engaged in a 
discretionary behaviour through engagement with the recording, ensuring that the 
song had the best possible vocal interpretation through the selection of vocalists and 
through specifying preferred vocal takes. We also know that Bacharach enjoyed 
creative control of his own arrangements,342 and can therefore assume that the 
inclusion of a nostalgic/pastoral ukulele in the song's arrangement was his own 
decision, or at least that of a studio-based collaborator over whom he had the power 
of veto.
In Bacharach and David's creation of 'Raindrops...' we see a mainly 
demarcated partnership undertaking stimulus processing. The partnership was very 
well established by the time the song was written and the collaborators had 
complementary skillsets, so we can conclude that the partnership was economically, 
artistically and pragmatically motivated -  and therefore not discursively or 
vocationally motivated. Whether it was emotionally motivated is partly a matter of 
speculation, although we can assume that the collaborators helped each other to be
341 A form-typical 32 bars, with an equally typical 8-bar intro, provides 40 bars of music, or 160 beats. 
Performing such a song at a tempo of lOOBPM would result in a duration of [01:36] -  this is w hy m ost 
AABA songs when recorded repeat som e sections. 'Raindrops' has a 2-bar intro and a tempo of 
108BPM. The first pass of the AABA form is 43 bars in length before repeats, and has a duration of 
[01:31]. It is then extended using repeats for the single version, and with intercut underscore for the 
comedy 'bicycle-horseplay-and-chased-by-a-bull' scene in the film version [which also reprises the 
final verse].
342 Serene Dominic, Burt Bacharach, Song by Song : The Ultimate Burt Bacharach Reference fo r  Fans, 
Serious Record Collectors, and Music Critics. New York: Schirmer Trade Books, 2003.
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productive, so there would certainly have been co-dependence, which may have 
increased each individual's motivation to produce more and better ideas.
We can observe the stimulus-processing model in action in the form of 
Bacharach's defence of the 8-syllable title lyric in the context of his 8-note melody 
hook. An idea is generated [itself partly in response to an immovable thematic 
constraint], passed for evaluation, initially vetoed by the Other, then defended through 
negotiation. The Other then responds by working within the constraint of the 
successfully-defended title hook, and makes subsequent creative decisions [of 
thematic meaning and character/metaphor construction] in this context. In 
Bacharach's defence of the title theme, and David's need to try several ideas in 
response to this constraint before finding one that worked, we see a clear example of 
problem-finding [and then problem-solving] creativity in the songwriting team.
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4.5.2. 'Mona Lisa', 1950
Jay Livingston and Ray Evans became a collaborative songwriting team in 
1937 and enjoyed a 64-year creative partnership, which remained active until 
Livingston's death in 2001. They specialised in songs for films, and their work was 
recorded by many of the USA's most successful singers, particularly in the pre-rock 'n' 
roll era -  including Bob Hope, Debbie, Reynolds, Johnny Mathis, Doris Day and Peggy 
Lee. Their hits include 'Que Sera, Sera', 'Buttons and Bows' and 'Silver Bells'. 
Livingston wrote the music; Evans wrote the lyrics with some input from Livingston.
'Mona Lisa' was written sometime in 1949, having been commissioned for the 
1950 film that was eventually entitled Captain Carey, USA. Livingston describes the 
specifics of the commission, and alludes to the creative constraints acting on the song 
before it was written:
We had to write an Italian song. It was a picture called OSS, which 
was the CIA during World War 11. Alan Ladd was in a little Italian 
town, and they wanted some way of warning him that the Nazis 
were coming with a patrol. He was there with a little radio and the 
partisans, and they [the film company] said, 'Why doesn't 
somebody play a song on an accordion, a street guy.' He was blind 
but he could really see, and he'd start playing this song and that 
would warn Alan Ladd.
1 started to write something kind of scary, but we thought 'no, 
that's going to warn the Germans.' So we wrote 'Mona Lisa.'343 
...[the film studio] said that [the Mona Lisa melody] sounded 
Italian and they liked it.
Here, the constraints of the brief were imposed by the client. Paramount 
Pictures, who had pre-specified several characteristics for the song. It must 'sound 
Italian'; it must be melodically strong, and implicitly recognisable after only a few 
accordion notes, given its intended role in the film's plot. If it had broken any of these 
constraints the client would have exercised veto and either demanded a rewrite or 
possibly commissioned a different songwriting team. These requisite musical 
characteristics were therefore imperatives for Livingston and Evans. They were
343 Carter, Writing Together: The Songwriter’s Guide to Collaboration, 77.
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required to obey the specified constraints without which the song would not have 
been approved or released.
Melodically, 'Mona Lisa' makes repeating use of a four-note melodic motif that 
can be heard sung as the title phrase from [0:19] on the 1950 Nat King Cole 
r e c o r d i n g . 3 4 4  in the key of C m a j o r , 3 4 s  the notes are G-F#-A-G or s o l - s e - l a - s o l , 3 4 6  usually 
played as four q u a v e r s . 3 4 7  in the song's 20-bar structure, the four-syllable motif 
appears twice in bar 1, three times transposed in bar 5 [A-G#-B-A /  F-E-G-F /  D-C#-E- 
D] over the vocal line is it only /  'cos you're lonely /  they have named you), and twice at 
its original pitch in bar 9 [do you smile to /  tempt a lover). The four-syllable idea is 
reused further throughout the song even when the pitches are not derived from the 
underlying four-note pattern. In the lyric below 1 have underlined the phrases where 
the melody is prominently following a four-syllable phrase:
Mona Lisa /  Mona Lisa /  men have named vou 
You're so like the /  ladv with the mystic smile 
Is it onlv /  'cause vou're lonelv /  thev have blamed vou? 
For that Mona /  Lisa strangeness /  in your smile?
Do vou smile to /  tempt a lover /  Mona Lisa?
Or is this vour /  wav to hide a /  broken heart?
Many dreams have been brought to your doorstep 
They just lie there and they die there 
Are you warm, are you real, Mona Lisa?
Or just a cold and lonelv /  lovelv work of art?
344 Nat King Cole, 'Mona Lisa', CD, N at King Cole - the Ultimate Collection (Capital 2008), 1950. Audio 
available via joebennett.net/phd.
345 The Cole recording sounds in Db major -  transposed here to C major for clarity.
346 I use solfège to describe these notes purely for wordcount convenience and clarity. The syllable se 
refers to a flattened sol (fifth).
347 The notation is a reductive compromise in terms of timing; Cole’s vocal stretches the timing of the last 
two syllables of each four considerably, and so not all four-syllable groups are notated as quavers in 
my transcription.
148
Collaboration
Mona Lisa 
Jay Livingston and Ray Evans (1950) o ’ .7^ 9Cmaj A
I
Mon a Lis a, Mon a Lis a, men have named you
I------------------- =----- 1 1_______________ I I___________________I
You're so like the la dy with the mys tic
DnI g’ nrrrnnmilj Dn
smile I Is it on ly^  ^'cause you're lone ly  ^  ^they have blamed you? ^ ^For that Mon a  ^  ^Lis a strange ness  ^ in your
C  G
J  ' j  j  ‘  L J
smile? |Do you smileto^  ^ tempt a lo ver,  ^ ^Mona Lis a? ^ Or is this your jway to hide a  ^ bro ken
Cmaj
heart? Ma ny dreams have been brought to your door step
Cmaj C ’ F  ___    C
They just lie there and they
fei G G a
die there Are you warm,are you real, Mon a Lis a? Or just a cold and lone ly  ^ ^love ly work of^ art?
Figure 19 - 'Mona Lisa' topline transcription, illustrating four-syllable 
phrases 348
The song clearly owes a lot of its phrasing to a four-syllable rhythmic motif, 
and combining Livingston's testimony with my retrospective melodic analysis we can 
assume that this was deliberate. The song was written using a title-first approach, 
based on an idea by Evans, as Livingston recalls:
...Ray had the title 'Primadonna'. There was a big song called
Ballerina out.349 You shouldn't do it, but you do imitate... 3so
Here, Livingston admits to low-level plagiarism [or at least adaptation) from 
an existing successful work. 'Ballerina', like 'Mona Lisa', scans its four-syllable title
348 Copyright footnote: 1 claim academic fair use when providing this annotated 21-bar excerpt. It is 
reproduced here for scholarly non-commercial purposes only. This reductive transcription represents 
the topline only and serves to illustrate my discussion of melodic and lyric phrasing in the work.
349 ‘Ballerina’ by Sidney Keith Russell and Carl Sigman. Published in 1947; hit recordings include Vaughn 
Monroe 1947, Bing Crosby 1948, Jimmy Dorsey 1948 and Nat King Cole 1957.
350 Carter, Writing Together: The Songwriter’s Guide to Collaboration, 77.
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over four quavers, albeit at a different point in the bar (the lyric phrase 'Dance, 
ballerina dance'). Livingston responded musically to Evans's four-syllable title idea by 
repeating the word 'Primadonna' and finishing the melodic phrase with nonsense 
syllables;
1 was driving in the car, and 1 went 'Primadonna, Primadonna, de
da de da'. I wrote the whole melody [in the car that day].351
This was the dyad's standard co-writing method. Livingston would write the 
melody first, sometimes in response to a working title or draft lyric, then Livingston 
and Evans would work title-outwards, collaborating on the lyric.3S2 The melody of the 
whole song is structurally rather unusual. It lasts for only 20 bars and although it 
appears (due to its opening title placement at the start of verse 1) to begin as a 
predictable AABA standard, it abandons this form somewhere around bar 10, leaving 
the verse 2 melody to metamorphose into what is functionally an extended outro that 
builds to the final melodic resolution provided in the line 'lovely work of art'. Both 
songwriters attested to their preferred usual adherence to 32-bar form, and described 
their deviation from it in 'Mona Lisa' as intentional because the lyric had 'nothing 
more to say'.3S3
After Evans's title contribution and Livingston's commuter-written melody 
had been created, the partnership evaluated both, with the initial title being replaced 
by mutual agreement:
Of course, we didn't like 'Primadonna' as a song. He [Evans] came
up with the title 'Mona Lisa' the next day.3S4,355
The partnership had therefore reached an agreement that the four-syllable 
title melody -  indeed, the whole melody derived from it -  would not be adapted
351 Carter, Writing Together: The Songwriter's Guide to Collaboration, 77.
352 Randy Talmadge to Joe Bennett, "Jay Livingston and Ray Evans - Co-Writing Processes," August 12, 
2013.
353 Zollo, Songwriters on Songwriting, 18.
354 Carter, Writing Together: The Songwriter's Guide to Collaboration, 77.
355 The title was actually suggested by Evans’s wife Wyn.
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further. The lyric was then fully completed by Livingston and Evans, presumably in 
the 'final' version that eventually become the definitive 'Mona Lisa' hit [neither 
songwriter alludes to any subsequent lyric edits). However, at this point the client 
intervened, creating a new commercial constraint -  a change of the film's title -  that 
demanded a rewrite. Livingston and Evans, ever the jobbing professionals, obliged and 
provided what was required.
They loved title songs because it sold their picture.356
... They [Paramount] changed the title of the picture OSS to After 
Midnight. They said, 'We need a title song. Throw the lyric to Mona 
Lisa away and write After Midnight, because that's a pretty melody 
and it sounds Italian.' So we wrote, 'I'm so lonelv /  and it's onlv /  
after midniaht/  Did we leave the /  candlelight the /  wine too soon.' 
Same melody. 357
When Livingston says 'same melody' he means exactly the same melody -  
syllable for syllable, with identical pitch and bar placement. Here is the full 'After 
Midnight' lyric, transcribed from Livingston's piano demo recording, and published 
here for the first time:
Introduction
Soft guitars were playing as we whispered our goodnight
And the gondolier caressed his song
Love is on the way 1 know it's just about in sight
May it soon come along
Theme (sung to the 'Mona Lisa' melody)
I'm so lonely, though it's only after midnight
I'm so tattered by the soft Italian moon
I'm so restless, are you restless after midnight?
Did we leave the candlelight, the wine too soon?
Do you lie awake as I'm awake this midnight?
Does the tick-tock of the clock seem much too slow?
In the hush of each long lonely hour
How 1 miss you, long to kiss you
But 1 know love will grow, love will flower
356 Jay Livingston, '"Mona Lisa' by Nat King Cole - Songfacts", August 1988, 
http://www.songfacts.com /detaiI.php?id=6552.
357 Carter, Writing Together: The Songwriter's Guide to Collaboration, 11 . 1 have underlined the four- 
syllable phrases as they appear in Mona Lisa for clarity.
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And then we'll share this after midnight a f t e r g l o w ^ s s
We can see here the exact preservation of the melody, and its implicit pride of 
place in the song's hierarchy. Both the client and the collaborative team had clearly 
decided that the melody was finished [probably in part because it had already 
successfully circumnavigated the client's veto by meeting the specification that it must 
'sound Italian'} and were working to find a lyric to fit the constraints of the new 
commercial brief. The eventually abandoned 'After Midnight' lyric sings extremely 
well, with minimal sibilant and plosive consonants, natural-sounding syllable 
scansion, and strong vowels in every adjective and noun. To me as a listener, 
subjectively and with the benefit of hindsight, 'After Midnight' is a weaker lyric. The 
protagonist's single-bed reflections on his moonlight-and-wine date are well crafted 
and tell the song's story, but the imagery is predictably genre-typical and less new or 
surprising than the questioner's unusual and enigmatic speculation in 'Mona Lisa'.
Livingston and Evans were clearly of the same view. Despite having satisfied 
their client, they preferred their original lyric and thematic concept, but considered 
that Paramount's expenditure on an orchestral demo had sealed the fate of 'Mona 
Lisa'. However, at this point the client changed the film title again, and the partnership 
took the opportunity to achieve its original creative intention:
We liked 'Mona Lisa'. We didn't think it was a hit, but it was pretty. 
But they wouldn't change it. They wanted that title song ['After 
Midnight']. They made a demo with a 44-piece Paramount 
orchestra of 'After Midnight', which means that's the end of 'Mona 
Lisa'.
Then we picked up Variety a month later and it said, 'Alan Ladd's 
new picture. After Midnight, is now called Captain Cary, USA.’ We 
said, 'Hell, let's go see if we can get our 'Mona Lisa' lyric back.' So 
we went up to one of the executives and he said, 'We don't have a 
demo.' I said, 'Yes, you do.' See, what 1 did was, there was half an 
hour left on the recording dates, and 1 said to this guy, 'Would you
358 Jay Livingston, 'After Midnight' [alternate Lyric for 'Mona Lisa'}. Famous Music Corp [ASCAP}, 1949. 
Transcribed from audio demo at www.livingstonandevans.com and reproduced by permission of 
publisher Randy Talmadge.
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just sing the same melody and read these words off, just for me?' 1
d o n ' t  k n o w  w h y  1 d i d  i t  -  j u s t  f o r  p r o t e c t io n .3 S 9
This sequence of events shows Livingston and Evans combining creative self­
belief [their preference for the original 'Mona Lisa' lyric) with music industry 
awareness [the need to 'get their song back' in copyright terms) production-chain 
pragmatism [asking a favour to ensure a demo was made), reputational 
professionalism [achieving all of this without upsetting their client) and economic 
reasoning [ensuring their song still appeared in the film whilst being suitable for 
commercial release).
Stimulus processing occurs between the co-writers in a linear fashion; 
Livingston initially agrees to write a melody in response to Evans's working title 
'Primadonna'. The partnership then evaluates the title in its melodic context and 
agrees to replace it, keeping the melody fully intact. From the limited evidence base 
provided by retrospective interviews, veto is not apparent within the partnership, 
partly perhaps because the co-writers' roles are so clearly demarcated into music and 
music/lyric duties, and because the partnership was, by 1949, more than 10 years old. 
The co-writers encounter two types of constraint -  those they impose themselves 
through problem-finding [the four-syllable title constraining Livingston's melodic 
work, and, later, the finished melody constraining Evans's lyric work), and those that 
are imposed upon them [the 'Italian feel', instant recognisability and title changes 
required by the client). They are also constrained by the song form conventions of the 
era, although in this case they choose to break with [AABA) form -  implicitly in service 
to the melody, and as they later reflect, perhaps also to avoid stretching the lyric 
theme too thinly.
Who are the true creators of 'Mona Lisa'? There is no doubt that Livingston 
and Evans are credited as such [e.g. in ASCAP's records), and that Livingston wrote the 
music and Evans the lyrics. But it is also true to say that this powerful and enduring
359 Carter, Writing Together: The Songwriter's Guide to Collaboration, 77.
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standard would not sound the way it does today were it not for the creative 
constraints imposed by Paramount Pictures -  before, during and after the original 
songwriting session. The client’s implicit veto played a significant role, because it 
preserved the melody throughout the various lyric edits, and also because Livingston 
and Evans would have been industry-aware enough to know what not to write for a 
commercial film studio client. For example, they would not have considered writing a 
song where the title did not appear prominently, given the contemporaneous 
assumption of cross-media selling of a song in film and audio recording markets. 
Livingston freely admits that he took the idea of composing a theme from a four- 
syllable word from Russell and Sigman ['Primadonna' from 'Ballerina'). And what of 
the unidentified Italian composers who created accordion melodies involving 
sharpened fourths and maudlin pentatonic descents that the client [and Livingston) 
heard in the melody? To stretch the thread of artistic influence further, did Leonardo 
Da Vinci influence the songwriting by creating a painting whose enigmatic facial 
expression inspired the narrator's speculation in Evans's lyric? Should its sitter, Lisa 
Gherardini,36o be considered to be partly responsible for the song, given that her 
likeness and expression inspired the painting that inspired its lyric theme? Or are all 
of these influences simply bisociative links, with Evans and Livingston being 'creative' 
only to the extent that they successfully select, assemble, combine and adapt these 
raw materials? Although some of these questions are deliberately facetious, they do 
demonstrate the researcher's 'anxiety of influence' in establishing all the contributory 
factors to a song's content, given the many cultural and industrial factors in its 
creation. Interestingly, a 2013 Google search for the text string 'Mona Lisa by' is 
autocompleted by the search engine with the top two suggestions being 'Nat King 
Cole' followed by 'Leonardo Da Vinci'. We can conclude that, in the data-driven
360 Heidelberg University library, "Mona Lisa -  Heidelberg Discovery Confirms Identity," 2005, 
http://ww w.ub.uni-heidelberg.de/Englisch/news/m onalisa.htm l.
154
Collaboration
worldwide hive mind of Internet search engine users at least, 'Mona Lisa’ was 'created' 
by Nat King Cole -  the artist who first recorded it. 36i
'Mona Lisa' demonstrates that Livingston and Evans were, by 1949, an 
experienced co-writing team with an awareness of market demands, absorption of 
songwriting convention and contemporaneous repertoire, and a willingness to 
negotiate -  with each other as co-writers, and with their paymasters. Their successful 
navigation of these challenges among ever-changing industrial and artistic constraints 
is evidenced in history by the song's demonstrable endurance as a 'standard'. The co­
writing process shows evidence of cultural influence and commercial intervention. 
These factors inform collaborative creative endeavour, enabling the co-writing team 
to pitch their work via industry gatekeepers to a field of music consumers. 'Mona Lisa' 
survived the field's filters and became a co-written classic -  and 1 contend that the 
unromantic circumstances of its birth do not prevent it from being a 'lovely work of 
art'.
4.5.3. 'Irreplaceable', 2007
Stargate is a Norwegian collaborative songwriting and production team. Co­
writers Tor Hermansen and Mikkel Eriksen have been working together since 1997, 
and their first commercial success came via UK pop artists with top 10 hits including 
'S Club Party' [S Club, 1999), 'The Way To Your Love' [Hear'say, 2001) and 'All Rise' 
(Blue, 2001), leading to later international success including 'Irreplaceable' (Beyoncé, 
2006) and 'Only Cirl (In The World)' (Rihanna, 2012). As at March 2013 they had 
achieved 42 top ten singles in the UK (singles chart) and US (Billboard hot 100). Their 
normal working method is to create a backing track over which a 'top-line writer' 
sings a melody and lyric. Eriksen and Hermansen then edit this raw material in the
361 We can perhaps also observe that a famous pop song is likely to attract more per-click cultural 
interest than the world's m ost celebrated work of fine art.
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studio using Pro Tools to develop the finished song.362 Sometimes other collaborators 
are involved -  the artist themselves or additional producers/co-writers. Stargate's 
working environment is a permanent songwriting studio, and almost all their creative 
work is undertaken via Pro Tools. Eriksen reflects on his production tools, noting that 
they provide a flexibility and ubiquity that democratises music production:
We have a G-series SSL [large mixing desk] at Roc-The-Mic 
[studios], but we only use four channels on it, two for Pro Tools 
and two for the iPod. We do everything in the box and the desk is 
just there to make our room look like a real studio [laughs].
1 think we were one of the first to move to Pro Tools for writing.
We'd been using Cubase for 10 years, until we moved to Pro Tools 
10 years ago. Of course, Cubase was much better for MIDI, but 
since we did all the vocal recording in Pro Tools, we felt that it 
made sense to work in just one platform, and Pro Tools was more 
convenient. MIDI in Pro Tools is now also becoming great, but in 
the end it doesn't really matter what you use, whether Cubase or 
Logic or Pro Tools. Everybody with a laptop and a small keyboard 
can create records that sound just as good as the ones on the 
radio. It's about the ideas now and not about the equipment.363
The team has a substantial output, according to Eriksen, "We may have 500 
song ideas a year, though good finished songs amount to 100, maybe 200 per year." In 
interview, he does not isolate songwriting and production duties from his description 
of the duo's working methods. Sample choices, melodic construction, lyrics, software 
functions and mixing are often discussed in the same breath, and indeed it appears 
that Stargate's studio processes do indeed create song and track simultaneously. 
Eriksen describes how he and Hermansen wrote the backing track for Ne-Yo's US hit 
So Sick:
[5o Sick] consists of a good feel in the harp sound, three drum 
sounds, an Indigo bass364 and a lead synth, and that's it. We 
actually wrote the song in Eb-minor, because it's very easy as 
keyboard players to just start something in A-minor or F or
362 Paul Tingen, "The Stargate Writing & Production Team," Sound on Sound Magazine, May 2010, 
http://w w w .soundonsound.com /sos/m aylO /articles/stargate.htm .
363 Tingen, "The Stargate Writing & Production Team."
364 Virus Indigo -  a hardware (and later software] synthesiser manufactured by the German company 
Access Music, originally released in 2001. It is som etim es described as a 'virtual analogue 
synthesiser', meaning that it can effectively emulate the sound of'analogue' 1970s and 1980s 
oscillator-based subtractive synthesisers.
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whatever and fall into a pattern and just play the same chords 
over and over. So sometimes we choose to start a song in a strange 
key, so you have to search your way and you can stumble across 
interesting things. In the end, the chord sequence in 'So Sick' is 
pretty standard, but 1 think we would not have arrived at that 
choice of notes had we written it in another key.
The song started with me playing the harp sound on the keyboard 
and a theme that was much longer. Tor then said, 'Why don't you 
just repeat the first section?' We tried that, and it really worked.
Writing it was very spontaneous and quick; 1 think we wrote and 
recorded the whole track in 25 minutes! Ne-Yo loved it when he 
heard it, and he used the harp tune at the beginning of the song as 
the base for his vocal melody, plus he wrote the lyrics, all maybe in 
half an hour. We then recorded what was intended as a quick 
demo of his vocal. 1 think he did one take for the verses and a 
couple of vocal overdubs which took another half hour, and that 
became the actual vocal on the finished version. So the whole song 
took less than two hours from improvising the first notes to the 
end result. It just shows that it doesn't necessarily take long to 
create something great.365
Note here the implicit demotion of lyric-writing duties to a single part of the 
production chain. Ne-Yo is required to supply all of the topline [melody and lyrics, 
which would have perhaps been considered almost 100% of the 'song' by Livingston 
and Evans more than 60 years previously), and Eriksen uses the term song and track 
interchangeably. The Stargate team concentrates on the sound of the backing track, 
which is written first, and this creates a 'feel' that can suitably inspire a topline writer 
to deliver. They are also clearly aware of the fact that the song's main intended context 
is radio airplay, and that its production must serve this need.
...in focusing on melodic ideas, we have learnt that we can keep 
tracks open and sparse. If a core idea is good enough, you don't 
need five sounds doing the same thing. The less you have in a 
track, the better it is, because when it's played on the radio and 
you get compression and everything, it sounds better if you have 
fewer elements. In the R&B genre, things sound better stripped 
down. It's like when you're cooking: three great ingredients work 
better than 10 different tastes competing with each other. For that 
reason we try to focus on simplicity and primary colours in our 
songs and arrangements. We use bright red and yellow and try to 
keep them separate."
365 Tingen, "The Stargate Writing & Production Team."
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When Eriksen refers to 'focusing on melodic ideas' he is mostly referring to 
non-vocal melodic hooks that he and Hermansen add to the backing track. Indeed, 
when one of these is used by the topline writer in the vocal part, he considers it 
unusual enough to draw attention to it, "[Ne-Yo] used the harp tune at the beginning 
of the song as the base for his vocal melody." This approach -  of leaving most of the 
vocal melody and lyric writing to a third party -  is not the only method the Stargate 
team has used, but it is now their preferred one (my italics).
'So Sick' was definitely an eye-opener for us, in that it really 
worked to have singers write the lyrics. When we were in Europe, 
we used to write most of the lyrics ourselves. We'd hum melodies 
into a dictaphone and 1 used to sing on our early demos. We learnt 
from that what works as a good vocal melody. But now we really 
enjoy working with American lyricists and top writers, because 
they are on another level, lyrically. We then focus on writing and 
recording the music that we love the most, which is great. We put a 
lot o f instrumental melodies in our music that singers and lyricists 
can use and adapt. Our goal is to inspire singers to come up with 
melodies, and then we edit these melodies and lyrics. We might say:
'Why don't you repeat this line,' or 'Perhaps change that word?'
In the backing track, Eriksen and Hermansen provide initial stimulus material 
on a macro level (the overall sound, feel and form of the backing track) and on a micro 
one (the instrumental melodies 'that singers and lyricists can use and adapt'). The 
topline writer then provides melody and lyric as raw materials, but the Stargate duo 
retain their power of veto and adaptation because they edit this content when it has 
been recorded, including large-scale edits -  for example, to song form.
Topliners, as they are known, usually have working relationships with several 
different production teams, and vice versa:
A relatively small number of producers and top-liners create a 
disproportionately large share of contemporary hits [...] The 
producers are almost always male: Max Martin, Dr. Luke, David 
Guetta, Tricky Stewart, the Matrix, Timbaland, the Neptunes, 
Stargate. The top-liners are often, although not always, women: 
Makeba Riddick, Bonnie McKee, and Skylar Grey are among [Ester] 
Dean's peers. The producer runs the session and serves as creative 
director of the song, but the top-liner supplies the crucial spark 
that will determine whether the song is a smash. [...] Stargate 
works with about twenty top-liners a year, and creates some
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eighty demos. These are sent out to A&R departments at record 
labels, to artists’ managers, and, finally, to the artists, for approval.
Around twenty-five of Stargate's songs end up on records each
year.366
John Seabrook's first-hand observation of a Stargate session with topliner 
Ester Dean reveals a substantial amount of information about their working methods. 
The observation takes place after the backing track has been completed, but before 
the topline has been created and before any post-tracking editing has taken place. A 
contemporary producer might consider that this represents the end of the 
songwriting process; a traditional songwriter might take the view that it is just the 
start. Factually speaking, it is true to say that none of the lyric and almost none of the 
vocal melody exists at this point. Dean's approach is to sing nonsense sounds or 
random words; she prioritises melody and singability over lyric thematic meaning, at 
least at the early stages of her session:
1 go into the booth and 1 scream and I sing and 1 yell, and 
sometimes it's words but most times it's not. And 1 just see when 1 
get this little chill, here [touches her upper arm] and then I'm, like,
'Yeah, that's the hook'.367
Dean is simultaneously responding to the backing track and singing her own 
verbal ideas, usually snippets of language from popular culture sources [TV and 
magazines) that she has noted in her phone:
The first sounds Dean uttered were subverbal -  na-na-na and ba- 
ba-ba -  and recalled her hooks for Rihanna. Then came disjointed 
words, culled from her phone -  "taking control . . . never die 
tonight . . .  1 can't live a lie" -  in her low-down, growly singing 
voice [...]. Grabbing random words out of her BlackBerry also 
seemed to set Dean's melodic gift free; a well-turned phrase would 
have restrained it. There was no verse or chorus in the singing, 
just different melodic and rhythmic parts. Her voice as we heard it 
in the control room had been Auto-Tuned, so that Dean could 
focus on making her vocal as expressive as possible and not worry 
about hitting all the notes.
366 John Seabrook, "Stargate and Ester Dean: The Song Machine," The New Yorker, March 2 6 ,2 0 1 2 , 
http://w w w .new yorker.com /reporting/2012/03/26/120326fa_fact_seabrook?currentPage=all.
367 Seabrook, "Stargate and Ester Dean: The Song Machine."
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After several minutes of nonsense singing, the song began to 
coalesce. Almost imperceptibly, the right words rooted themselves 
in the rhythm while melodies and harmonies emerged in Dean's 
voice. [...] After a few more minutes, the producers told her she 
could come back into the control room. "See, 1 just go in there and 
scream and they fix it," she said, emerging from the booth, looking 
elated, almost g lo w i n g .3 6 s
This process generates a large amount of vocal material, some approved, 
vetoed or adapted by Dean herself. The surviving vocal material is then available to 
Stargate for further editing;
Stargate went to work putting Dean's wailings into traditional 
song structure. As is usually the case, Eriksen worked [Pro Tools] 
while Hermansen critiqued the playbacks. Small colored 
rectangles, representing bits of Dean's vocal, glowed on the 
computer screen, and Eriksen chopped and rearranged them, his 
fingers flying over the keys, frequently punching the space bar to 
listen to a playback, then rearranging some more. [...]
Within twenty minutes. Dean's rhythmic utterances had been 
organized into an intro, a verse, a pre-chorus (or "pre"], a chorus, 
and an "outro"; all that was missing was a bridge. (Friday, the final 
day of the sessions, was reserved for making bridges.] Delaine, the 
engineer, who hadn't said a word thus far, sat down at the 
computer and began tweaking the pitch of Dean's vocal. Dean 
went back into the booth and added more words: "Give me life . . .  
touch me and I'll come alive.. .  I'll come alive tonight..."
Although Dean is clearly the creator of the vocal melody and lyric, Stargate are 
perhaps its curators. They contextualise the vocal material but also provide 
suggestions and veto. Their veto is powerful because it is absolute; Seabrook's account 
of the session implies that Dean does not contribute to editing decisions, only to the 
generation of their raw materials. Therefore Dean's work with Stargate is linearly 
demarcated; the producers create the backing track alone; Dean generates vocal 
melodies and lyrics alone in response; the producers edit the vocal material that is 
generated and have the final say on what makes the cut. Stimulus processing is 
present at all points in the song production chain, but it is rarely negotiated explicitly. 
Rather, the musical decisions earlier in the process tacitly inform and steer the later 
ones. Creatively speaking, decisions appear to become more fixed the closer they are
368 Seabrook, "Stargate and Ester Dean: The Song Machine."
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to the start of the process, but due to the availability of non-linear digital editing tools, 
even these early decisions (form, key context, harmonic material) that are first 
enshrined in the backing track can be overturned later. Dean's final vocal is 
'assembled' from the available constituent parts, and Stargate's songwriting process 
after the vocal session consists of selecting and (timbrally/harmonically) 
contextualising this material, then applying song form in response to evaluations of 
the contextualised vocal.
The backing track is also an entirely studio-founded creation, and the duo does 
not bring stimulus material to the songwriting session, preferring to begin by 
improvising on two keyboards. They have a reputation in the industry for being 
'melodic' songwriters and producers, perhaps partly because of this pitch-based 
starting point. Interestingly, they do not usually begin with beats or loops, preferring 
to work with melody, harmony or timbre in the early stages of the process.
We only write when we're in our studio. Tor and 1 are standing in 
front of each other, each behind a keyboard, and we jam. We get 
sounds and we start playing melodic ideas and feels, and when 
one of us gets something the other likes, the other might say, 'Oh, 
do that again,' or 'Why not try this chord instead?' and so on. 
We're going for a unique feel, or melody, or chord progression, or 
an interesting sound, anything can be an inspiration. We rarely 
start off with a beat, most of the time we start with a melody or a 
chord progression. We put a lot of thought and attention to having 
strong melodies in our tracks, and the feedback we get from 
singers and lyricists is that they love that there are already so 
many melodies in the track, which they can use.
Although we sometimes have Pro Tools running while 
improvising, we normally don't record anything at that stage. We 
generally prefer to develop a musical core before we do that. 
There are two of us, so we tend to remember what we play. We'll 
refine and develop our idea, and only when we think we have 
something that's worth going for we input it into Pro Tools, and 
we start layering, adding other sounds and other melodies, a drum 
track, and so on. We might change things or strip away things later 
on, and only keep the three most unique elements.369
369 Tingen, "The Stargate Writing & Production Team."
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The partnership is partly demarcated. Although there is a substantial skills 
overlap between the writers, each is aware of their own strengths and those of the 
Other, as Eriksen notes:
Tor and I don't really have a strict labour division, though most of 
the time 1 am in front of the Pro Tools system. Tor can also do 
programming and operate Pro Tools, but 1 have more of a 
technical background and tend to be the system 
controller/operator. 1 also was very into jazz when 1 was young, 
and learned improvisation, which 1 think is a big strength. Tor's 
strong side is coming up with unique melodies and he has a great 
sense of arrangement. We complement each other.^^o
The Stargate team does not always begin with self-generated stimuli. 
Beyoncé's Trreplaceable'^^i was inspired by harmonic material contributed by fellow 
Norwegian songwriters Espen Lind and Amund Bjprklund.^^z Together with erstwhile 
topline writer Ne-Yo, and including Beyoncé herself, there are six credited co-writers. 
In this case, the guitar chords supplied by Lind and Bjprklund were used as a 
harmonic constraint to inform the making of the backing track.
This song began with some guitar chords that were given to us by 
Amund and Espen, and we arranged them and added bass and 
drums and strings and melodies and everything else. The chords 
were leaning towards country, so we had fun exploring something 
new. Ne-Yo is also not locked into one genre, and when we 
presented the song to him, he wrote lyrics to it and added a 
melody, and magic happened. It was actually an A&R person who 
suggested that the song would work better when sung by a female. 
A couple of labels wanted the song, but for a while nothing 
happened, until Beyoncé heard it. She loved it and recorded it, but 
it didn't seem to fit on the album she was doing at the time, B'Day, 
which was supposed to be a hard-hitting club album. Finally, one 
of the producers on the album, Swizz Beats, said that she'd be 
crazy not to include the song on the album. It was released on the 
album as track number nine, and then spent 10 weeks on number 
one as a single, and in the new edition of the album it's the second 
song, immediately after Beautiful LiarP'^
370 Tingen, "The Stargate Writing & Production Team."
371 Beyoncé, 'Irreplaceable', Digital download, 2006.
372 This team is known as 'Espionage' and, since 'Irreplaceable', has co-written and produced for US band 
Train, including the hit singles 'Drive By' and 'Soul Sister'; the latter is the 15*  best-selling single of all 
time in the USA, according to RIAA sales records.
373 Tingen, "The Stargate Writing & Production Team."
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In the transfer of 'Irreplaceable' to Beyoncé, we see creative input from two 
individuals who are arguably non-songwriters. The unnamed 'A&R person' suggests 
that the gender of the song's narrator should be switched from male to female. 
Beyoncé herself has a veto in that she chose to record 'Irreplaceable'. In performance, 
Beyoncé's vocal undoubtedly conveys the character's confident dignity in a 
relationship breakup that runs through the lyric, and we can reasonably assume that 
her image -  of an assertive and self-empowered female role model -  plays a part in 
conveying the dignified story of the 'Irreplaceable' protagonist.
To the left (x4)
Mmmm to the left, to the left /Everything you own in the box to 
the left
In the closet, that's my stuff /  Yes, if 1 bought it, baby, please don't 
touch (don't touch)
And keep talking that mess, that's fine /  Could you walk and talk, 
at the same time?
And it's my name that's on that jag /  So go move your bags, let me 
call you a cab
Standing in the front yard, telling me /  How I'm such a fool, talking 
'bout
How I'll never ever find a man like you /  You got me twisted
You must not know 'bout me /  You must not know 'bout me 
1 can have another you in a minute /  Matter fact, he'll be here in a 
minute (baby)
You must not know 'bout me /  You must not know 'bout me 
1 can have another you by tomorrow /  So don't you ever for a 
second get to thinkin'
You're irreplaceable
So go ahead and get gone /  Call up that chick, and see if she's home
Oops 1 bet you thought, that 1 didn't know /  What did you think
1 was putting you out for? /  Because you was untrue
Rolling her around in the car that 1 bought you /  Baby, drop them
keys
Hurry up, before your taxi leaves
Standing in the front yard, telling me /  How I'm such a fool, talking 
'bout
How I'll never ever find a man like you /  You got me twisted 
[repeat chorus]
So since I'm not your everything (irreplaceable)
How about I'll be nothing (nothing)? Nothing at all to you (nothing, 
nothing)
Baby 1 won't shed a tear for you (1 won't shed a tear for you)
1 won't lose a wink of sleep (a wink of sleep)
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'Cause the truth of the matter is [truth is)
Replacing you is so easy
[repeat intro and chorus with variations]
You can pack all your bags we're finished [you must not know 
'bout me)
'Cause you made your bed now lay in it [you must not know 'bout 
me)
1 could have another you by tomorrow 
Don't you ever for a second get to thinkin'
You're irreplaceable? 374
Is Beyoncé a co-writer of 'Irreplaceable'? An analysis of Ne-Yo's original 
demo375 for the song suggests not, or at least not in a way that would be accepted 
through case law in the event of a post facto authorship dispute. The Ne-Yo demo was 
a result of the initial 5-part co-write with Stargate, with source material from 
Espionage, and Eriksen does not describe any creative input from Beyoncé. It contains 
all of the harmonic elements of the later Beyoncé version, and the melody is effectively 
identical. The practice of artists receiving a co-writer credit for songs they did not 
write has been common in the music industry for at least 50 y e a r s ,3 7 6  a notable early 
example being Elvis Presley/Colonel Tom Parker [also see my discussion of the 
'Svengali' model in Chapter 1). However, according to Ne-Yo, "1 give other people 
credit where credit is due, like Beyonce really did vocally arrange [ ' l r r e p l a c e a b l e ' ] " 3 7 7 .  
Putting aside for a moment Ne-Yo's own first-person backgrounding of the Stargate 
and Espionage teams, we can see that, publicly at least, he considers that Beyoncé's 
[arguably non-compositional) contribution to 'Irreplaceable' required 'due credit'. 
However, a superstar such as Beyoncé has enormous economic power, and, as we saw 
in Chapter 1, a vested interest in appearing to be an 'authentic' co-writer of her own 
songs. Therefore, even if all of the initial five co-writers of 'Irreplaceable' did not feel
374 Beyoncé, 'Irreplaceable'. Audio available via joebennett.net/phd.
375 Beyoncé, 'Ne Yo - Irreplaceable' (Beyoncé Demo), 2006, 
http://www.youtube.com  /w atch? v=234aE j 1 vKP M.
376 Nekesa Mumbi Moody, "Singer-Songwriters, or Just Singers?" Washington Post, July 2 3 ,2007 , 
http://w w w .w ashingtonpost.com /w p- 
dyn/content/article/2007/07/23/A R 2007072300771_pf.h tm l.
377 Moody, "Singer-Songwriters, or Just Singers?"
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that she deserved a songwriting credit they could well have been economically 
pressurised to add her name, and then to acknowledge publicly her creative input, as 
Ne-Yo does here. 1 do not intend to speculate about the morality (or even the 
likelihood) of their doing this, and it is certainly an expedient move. Whatever the 
other co-writers' views on accreditation may have been, the mere fact of Beyoncé's 
performance would of course have increased the song's royalty-generating potential 
considerably. So regardless of her contribution to the songwriting process post-demo, 
and lack of any contribution beforehand, it may be fair to say that Beyoncé is a co­
writer, in that the song sounds different, and has more cultural value, as a result of her 
input. But perhaps this could be said of all singers.
4.5.4. 'I Should Be So Lucky', 1987
In the late 1980s the UK's most successful songwriting and production team 
consisted of Mike Stock, Matt Aitken and Pete Waterman (SAW). Between 1985 and 
1990 they achieved more than 100 UK top 40 hits and sold more than 40m records. 
Stock and Aitken were the studio-dwelling songwriting/production dyad; Waterman 
did not write music or lyrics but acted as 'publicist, industry insider and talent- 
spotter'.378 All three were credited as songwriters on their recordings, and all received 
equal royalty shares of the publishing for the majority of the songs.379 The SAW team 
provided songs and complete backing tracks for pop artists of the era, including Kylie 
Minogue, Jason Donovan, Mel and Kim, Rick Astley and Bananarama. Their success 
was such that long-established artists such as Donna Summer, Cliff Richard and 
Georgie Fame recorded their songs as singles in an attempt to capitalise on the 'SAW 
sound'.
Songs were created in the studio as a complete backing track without a demo 
stage. Studio tools included a Linn 9000 sampling sequencer and an Emulator 11 
sampler, although most audio sources were recorded to 24-track 2-inch tape, which
378 Egan, The Guys Who Wrote 'Em : Songwriting Geniuses o f  Rock and Pop, 283.
379 pRS for Music, Database Search Results. Performing Right Society, 2010.
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recorded [up to) 24 audio sources and provided the master timecode that drove the 
sequencer and the additional MIDI sound sources that it t r i g g e r e d . ^ s o  This technical 
information is relevant to the songwriting process for two reasons. First, being 
contemporaneous state of the art equipment, it enabled the production of full and final 
recordings, eliminating the need for a demo, and secondly, being hardware-based it 
was extremely technically stable, supporting the prolific song output that led to the 
team being described as a 'hit factory'. It is clear that productivity was a driver for the 
design and maintenance of the songwriting environment.
[Stock]: we were always quite quick about getting new technology 
but there was a point when it was really working for us, we didn't 
change. We could have gone software-based much quicker ...
[Aitkenj: we were still using a relatively archaic system when 
everybody else was using Atari-based systems, and we spent so 
long trying to get a system that was reliable that having [ironed] 
the bugs out of that system there was little point in going to 
something that was going to keep crashing on you.
Stock and Aitken, with occasional visits from Waterman, operated a 5-day 
week, and established a working method where the artist would arrive at the session 
with the sole purpose of providing the vocal to a pre-written song, usually to be sung 
over a fully produced backing track. Post-production editing would take place after 
the vocalist had left the session, and Stock and Aitken would finish the final mix ready 
for mastering and release. There is some disagreement between Waterman and the 
other two team members regarding the former's contribution to songwriting. 
Waterman contends that he played an advisory role with occasional partial veto of 
finished mixes, but Stock and Aitken state that this role was negligible. All parties 
agree that Waterman did not create original musical material or participate in hands- 
on studio production activity, and Stock and Aitken acknowledge the occasional 
contribution of a title concept, but in practical terms Waterman did not write or
380 Les Sharma, "Phil Harding at PWL (Pete Waterman Ltd]/' February 20, 2010,
http : / / www.lessharm a.com /2 0 1 0 /0 2 /2  0/mixing-with-the-mix-master-phil-harding-at-pwl-pete- 
waterman-ltd/.
381 Egan, The Guys Who W rote 'Em : Songwriting Geniuses o f  Rock and Pop, 294-5 .
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produce songs, not least because he spent very little time in the studio due to his 
industry/media activities.
One of the team's most successful songs was Kylie Minogue's breakthrough hit 
'I Should Be So Lucky'. The song was apparently written in a 20-minute session:
[Stock]: we had never met or heard of her. It had been arranged 
with our business affairs guy at PWL, David Howells, that she 
would come in to record a song with us but somebody forgot to 
tell us. And of course we are working with artists every single day 
and we've got them queueing up. So this girl arrives and says, 'I'm 
going back to Australia this afternoon'. And I don't like necessarily 
saying, 'it only took 20 minutes to write the song', but it did. We 
were under pressure. We had to get it together. We got it together, 
we got her in, we got her on the way. We then put the effort into 
finishing off after she left. But in fact, it underplays it to say it was 
a 20-minute song. It obviously has all our experience and at the 
time we were on fire. We could sit down and write it. We wouldn't 
be able to do that now. We're sort of out of training for that.
[Aitken]: we were thinking of doing a song that we'd already 
written because she was in a rush. I wanted to do one of the songs 
that perhaps haven't made it onto a Bananarama album because 
we were under the cosh [but] Mike didn't want to do that. And 1 
said, 'if we do something that we haven't spent time on, it might 
not be as good as it could be'. And [one of us] said, 'she should be 
so lucky to have one of our second best songs'. Stock: [and we 
thought it] would be better if it was '1 should be so lucky'.
Here we see that the songwriting team is responding to some very specific and 
known constraints. Before problem finding can begin, the circumstances of the 
recording session and artist's schedule define some particular problems that must be 
solved. In this case, the constraints are Minogue's availability, the time available 
before the vocal session, the tacit agreement that Aitken and Stock would work with 
any artist that Waterman or his company signed, and of course the musical and 
production characteristics of the ‘hit formula' that the trio were known for. The group 
agreed to take the job, knowing that they had a backup plan [the unused Bananarama 
song], but as Stock observes, the dyad were ‘on fire' at that time so could write a song 
in 20 minutes. This time-efficiency is partly attributable to some known creative 
constraints that were always used in their songwriting and production, including the
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technically stable production environment, a known timbrai palette,3S2 the willingness 
to work within [albeit occasionally to challenge] traditional song forms, and of course 
SAW's famously self-referential harmonic backings.
[Stock]: don't take this too literally, but Never Gonna Give You Up, I 
Should Be So Lucl<y, This Time I Know It's for Real, some of our 
biggest multi-million selling singles have a similar chorus chord 
sequence. There were variants in that -  it wasn't quite as simple as 
that -  but they have tension inbuilt into the sequence. They'd feel 
emotional, normally because your roots aren't necessarily the 
same as your chords... The same chord sequence as Land o f Hope 
and Glory. It feels stirring. When you've got to those chord 
sequences going it's really great. You can feel it -  it really does 
take off.
The chord sequence that Stock refers to [also in Rick Astley's 'Together 
Forever’ and many others] is | IV V | iii vi | - half bars in 4 /4  [similar to the final bars 
of the main theme from 'Land of Hope & Glory'^ss]. Aitken describes the use of this 
sequence as follows, noting the delay of the resolution to the 1 chord as being a 
deliberate tension-and-release compositional device.
...We always felt that being in a major key was better for an 
uplifting chorus ... and we tended, in the early days particularly, to 
write verses in a minor key, which is a bit more 'down'. [At one 
point] we decided to use a particular set of chords which had been 
used a million times, which happened to suit us very well because 
it is major, but it's rooted on the fourth of the [home key] chord 
rather than on the actual key, top tonic, and, in that it creates its 
tension. You're actually in a major key but it's not that major, it's 
less major, because you keep descending into ... the minors 
surrounding it. It never actually settles until the very end of the 
chorus and then you give the game away and then everyone's 
happy by then. We developed... endless variants.
[Later] we got hits with The More I See You 384 chords... a slightly 
different variation ... which keeps modulating between two 
keys.385
382 Mix engineer Phil Harding states that the SAW studio used specific allocations of instruments to 
tracks that rarely changed between songs, meaning that the mixing desk and its patching was always 
ready for songwriting. Sharma, "Phil Harding at PWL."
383 More accurately, from Edward Elgar’s Trio from 'March No. 1, Pomp and Circumstance' Military 
Marches op.39, although the chords/inversions are not exactly identical to the SAW loop.
384 Gordon, Mack and Harry Warren. The More I See You, 1945.
385 Egan, The Guys Who Wrote 'Em : Songwriting Geniuses o f  Rock and Pop, 39.
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This delay of the tonic resolution is common to a number of songs in their 
catalogue. There are several other regularly-used harmonic characteristics of SAW's 
songwriting, including looping ii -  V -  1 patterns, first inversion iii chords^se resolving 
to vi, and, interestingly, a greater use of key changes than was common at the time, 
which the dyad imply to be a deliberate challenge to listener expectation in order to 
create tension and release.
[Stock]: sometimes we'd shock with an impossible key shift to lift 
it, but very often we put key changes into the chorus... [we tried to] 
get the melody to go through those key changes imperceptibly so 
that people didn't realise they were being lifted up, otherwise it 
sounded awkward.
[Aitken] : [semitonal ascending key changes] would be too obvious.
Very often ... we got from the first bridge chorus, chorus -  fine -  
and then suddenly we have this bomb that's the verse and ... the 
real hard point would be disguising it. But then sometimes we'd 
say 'F*** it, it sounds great to suddenly go brrrr like that'.
The harmony of'I Should Be So Lucky' is adventurous compared to most other 
top 40 pop songs of the era -  it contains more key changes than any other song in the 
contemporary UK top 10 singles chart [February 1988].387 it is interesting to note that 
SAW were not alone in some of their harmonic tendencies -  Taylor Dayne's 'Tell it To 
My Heart', also in the top 10 that week, uses the IV -  V -  iii -  vi sequence as its chorus 
backing, albeit with whole bar changes.
Aitken states that the dyad usually worked from the harmony as an initial 
stimulus and developed the melody from a fixed chord backing, rather than building a 
track from a capella vocal material [a method he criticises]:
We are old-fashioned in the sense that we always like to start from 
the harmonic sequence ... rather than somebody just singing 
something and then fitting it around, which 1 think a lot of DJ types 
today would tend to do: give you the beat and a vocal note and
385 And in fact, greater use of first inversion generally compared to m ost contem poraneous UK pop. The 
dyad made extensive use of alternate bassnotes, mainly through first inversions of non-root chords 
but also through tonic pedal notes.
387 There are five key centres. The verse is in A major, then B major, briefly in implied Em and D [due to a 
ii-V of F#m-B then immediately Em-A7], arriving at a chorus in C major [via a lead-in of another ii-V of 
Dm-G).
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hope that the singer actually develops something which you can 
pin stuff around. That's not really songwriting. 388
In addition to SAW's aforementioned self-imposed constraints 
(instrumentation, timbrai palette and to some extent harmony] there were others that 
were imposed by the artist, and, in the case of T Should Be So Lucky', the vocalist's 
technical limitations affected the melodic content. Stock's comments below 
demonstrate that he was working simultaneously as producer and songwriter, 
adapting his melody according to the vocal qualities of the artist while ensuring that 
an emotionally affecting recorded performance was achieved. 'I Should Be So Lucky'
was certainly custom-written for Minogue. One might argue further that her
higher/weaker vocal range made a meaningful contribution to the melody, albeit a 
subtractive one, by imposing a constraint that was previously unknown to the 
songwriters. It is demonstrably true that the melody of the verse was changed as a 
result of the vocal constraints provided by Minogue.
Stock: I came up with this tune for her to sing in the verse. The 
chords are, in the verse, A to F#m to G to E [one bar each]. I'd
written the tune on the third, on the C#, and when she came in to
sing it, I realised her voice was actually pitched a lot higher. So 1 
just got her to sing that same tune at exactly parallels on the 
fifth389 instead of the third. It's lucky that worked out, otherwise it 
would have been a nightmare. She couldn't sing well. She wasn't 
projecting well. She hates the fact that she sometimes sounds like 
a little tweeting bird but 1 loved that. It was engaging and 1 thought 
it was fragile and she was vulnerable. 39o
Melodically, Stock's creative decision is a logical response to the constraint -  a 
[middle] C#-centred verse melody would have been fine for a powerful alto singer, 
and difficult for Minogue's fragile throat-voice soprano. We can speculate fairly
388 Egan, The Guys Who Wrote ’Em : Songwriting Geniuses o f  Rock and Pop.
389 Stock may be be misremembering the musical specifics. Any melody that starts on C# in A major 
when recontextualised using 'exact parallels on the fifth' [of the scale i.e. E natural] would not have 
resulted in the verse melody that is heard in 'I Should Be So Lucky’, which starts on the root of A, 
meaning that the original C# focused melody would not have been straight-transposed. This 
illustrates the accuracy problems of using long-term retrospective interviews with songwriters as a 
primary source, but the point is clear enough -  Minogue's vocal range was an introduced constraint 
that materially affected the melodic choices made by the songwriting team.
390 Egan, The Guys Who Wrote 'Em : Songwriting Geniuses o f  Rock and Pop, 306.
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accurately what the original C# melody would have sounded like, although it could not 
have been an exact parallel diatonic third below the actual melody that we hear in the 
finished single but would, if consonant with the target tones of the underlying chords, 
probably have used a 3-note pattern of C#, B and A over the words 'my imagination'. 
Therefore this original working melody on C# would, for the most part, have been a 
diatonic sixth below the melody that was eventually sung by Minogue.
Both writers volunteer the observation that constraints are a part of their 
writing process. Stock observes constraints of song form, bar count and workload 
schedules, and asserts that the dyad's creativity operates in this context, although he 
notes that breaking with form could be used positively to catch the listener's ear:
We did restrict ourselves with a scaffolding. First of all we knew it 
was a three-minute pop song. We knew we had to get everything 
in and out [in that timeframe]: three choruses at least, so 
everyone's heard it. That general restrictiveness meant you had to 
be more creative within the framework. All those restrictions that 
you place on yourself force you to be a bit creative. It's how you 
break those rules... that gives you your unusual twist sometimes:
'oh hang on, this bridge could be two bars. That's going to throw a 
few people. It means the chorus is going to come in quicker -  
people are going to be taken aback by it'.^^i
The popularly-held view -  as criticised and parodied in the media at the time -  
that SAW records 'all sounded the same' is perhaps more attributable to the 
production aesthetic and instrumentation than the musical content of the songs. The 
SAW canon contains no obvious melodic or lyric self-plagiarism, and apart from the 
aforementioned IV-V-iii-vi harmonic loop, the songs were for the most part 
harmonically dissimilar from each other. Certainly Stock and Aitken had several 
identifiable compositional preferences, but a comparison of their most successful 
recordings suggests that it is the arrangements and timbres that provide similarity for 
the lay listener -  that is, the audience was hearing track more than song. Consistently 
re-used production devices include short-envelope bass sounds playing mainly
391 Egan, The Guys Who Wrote 'Em : Songwriting Geniuses o f  Rock and Pop, 310.
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quavers with occasional semiquavers, percussive syncopated semiquaver-based 
'rhythm keyboards', string or brass melodies as intro hooks, four-to-the-bar bass 
drums, bright gated-reverb snare drums, string pads or similar chordal pads, 
thickened vocals^^z and 'vocal locs'.^^s When these elements were combined with the 
dyad's fixed/stable studio settings and rapid workrate, it is perhaps unsurprising that 
some backing tracks sounded similar, but Aitken's assertion is that the perceived 
sameness comes from the personnel and instrumentation rather than the 
composition:
Aitken: [comparing two Kylie Minogue singles] They're
rhythmically, harmonically, melodically different. The common 
factor uniting those is (a] we played them and (b) she sings them 
with the same 'band'. It's going to sound a bit the same, isn't it? [...]
We were the writers and musicians on everything, and [...] the 
backing band.394
SAW continued their three-way co-writing credits, with Waterman as 
industry-focused businessman and Stock & Aitken as studio-based songwriters, until 
1991, when Aitken departed due to a combination of creative and business 
disagreements. Waterman had allowed other producers to make post facto edits in the 
dyad's mixes, and in addition was in the process of selling the company to Warner 
Bros. These factors contributed to a 'blazing row' after which Aitken departed. 
Stock/Waterman continued until 1993, when two separate business disagreements 
ended the partnership. First, Stock disagreed with the publishing splits of a proposed 
four-way co-write with Pete Burns and Steve Coyne; secondly and more dramatically. 
Waterman sold the PWL^ s^ master recordings to major label BMC. Stock and Aitken 
knew that their three-way partnership co-owned the publishing in the songs, but were
392 Where a session vocalist is used to sing the main melody in unison with the artist, often lower in the 
mix. Other thickening techniques include double-tracking the artist them selves and various
pitch/tim e based effects to provide chorusing. SAW master recordings typically used track 23 for the 
main vocal and track 24 for its double-tracked version.
393 Retriggering of short vocal excerpts at different pitches, as featured on the intro of Mel & Kim's 1987  
hit 'Respectable'. Vocal Iocs are them selves partly products of a constraint -  the limitations of sample 
playback length in the late 1980s. Sharma, "Phil Harding at PWL (Pete Waterman Ltd]."
394 Egan, The Guys Who Wrote 'Em : Songwriting Geniuses o f  Rock and Pop, 312.
395 Pete Waterman Limited -  Waterman's record label (later Pete Waterman Entertainment].
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unaware that Waterman had arranged sole ownership of the sound recordings. Stock 
and Aitken undertook court action against Waterman but were unsuccessful. The 
distinction between song and track is significant here. All three members of SAW 
agreed to split the publishing three ways, and Stock and Aitken were creating the 
audio that became the finished master, but Waterman owned the masters, and was 
legally allowed to sell them. The partnership, then, finally ended mainly for business 
reasons, effectively because of a disagreement regarding the division between [and 
related ownership of] song and track. That this state of affairs was perhaps born out of 
Stock and Aitken's lack of awareness of their contractual status relating to ownership 
of sound recordings may have contributed to Stock's obvious resentment:
We thought we had a claim on the recording copyrights. He did it 
all secretly... We were in the studio giving our whole working life... 
to the cause of making Stock, Aitken and Waterman ... we were the 
engine house.396
During their most successful period, SAW chose to combine songwriting, 
production and business activities, and to acknowledge Waterman's contributions via 
one third of publishing royalties. For a number of years this model was culturally and 
industrially effective, almost certainly due in part to the enhanced group skillset 
available to the partnership. Musically, Stock and Aitken had many overlapping skills 
[they were both composers/lyricists/producers), but had less interest in the business 
deals and media networking at which Waterman was so adept. Creatively, the 
Stock/Aitken dyad generated songs consistently according to an agreed co-writing 
methodology. The arguably 'non-creative' Waterman contributed not only business 
opportunities [before and after the co-write session) but also creative constraints [via 
the artists that he selected) to which the core dyad were able to respond. Despite 
Waterman's lack of musical or literary contributions, he could arguably still be 
considered a collaborator -  because without his involvement these songs would not
396 Egan, The Guys Who Wrote 'Em : Songwriting Geniuses o f  Rock and Pop, 321-322 .
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only have sounded different, but would have beeen less likely to become hits. He 
introduced business constraints -  singers, deadlines, target markets, clients -  that 
materially influenced the musical and lyric content of Stock and Aitken's work. We can 
therefore argue that Waterman was partly responsible for creating value in the song, 
even though he did not write any part of it.
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4.5.5. Bill Bruford and Yes, 1969-72
One of the sub-hypotheses of my research is 'process and product are 
interrelated [in songwriting] and it is possible to change the latter by consciously 
manipulating the former'. My interviews suggest that songwriters recognise and 
accept the first part of this statement, but the second part is more difficult to 
demonstrate because when a song is completed using particular processes in a 
particular order, we can never know what it would have sounded like if different 
processes had been used. Nevertheless, if we can demonstrate that songwriters are 
aware of an interrelationship, we can infer that conscious process choice may be part 
of a songwriter's creative skillset. 1 will now briefly discuss the process-product 
relationship with reference to some of the work of Bill Bruford.
Bruford was the drummer with the British Prog Rock band Yes for five years 
from 1968-72, a period which spanned their first five albums. He is credited as a 
songwriter on some songs from this period, including 'Yours Is No Disgrace', 'And You 
And r  and 'Heart of The Sunrise'. As one of the earliest exponents of Prog Rock, the 
band played a significant role in the formation of some of the genre's characteristics. 
Yes began to learn to write songs not by creating fully original compositions but by 
adding instrumental sections to existing late 1960s pop hits -  including 
Bernstein/Sondheim's 'Something's Coming' from West Side Story and Paul Simon's 
'America'. John Covach s p e c u l a t e s  397 that Yes's later original songwriting was 
informed by this early adaptive approach, and Bruford himself confirms it;
We started as a covers band. So we would do Beatles material, or 
whatever the other material was of the day... but we would play it 
in a different way. And before we knew it we would be adding to 
the arrangements by inserting more material -  it might have been 
an original idea or it might have come from some classical thing. 
We'd decide "let's go off [in an unusual musical direction] then
397 John Covach, "Yes, the Psychedelic-Symphonic Cover, and ‘Every Little Thing'," presented at PopMAC 
(Popular Music Analysis Conference), Society for Music Analysis/University of Liverpool, 2013.
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come back to the main vocal." We thought this would make a 
rather tedious pop song a bit more interesting. Then it's a small 
step to just getting rid of the original song altogether and writing 
your own. We were beginning to write blocks of material that 
sounded quite good, so we graduated from being a covers band to 
being an originals band step-by-step. Eventually we gained 
confidence that what we could do would be as interesting as 
taking someone else's song and inserting what we did. So 
eventually we just got rid of the bookends of the original song that 
appeared at the beginning and the end, and we had our own
song.398
Covach suggests that in most of the band's later self-written material there is 
often an implied simple pop song at the heart of the composition, around which the 
adventurous instrumental sections fit. He infers, and Bruford confirms, that this is due 
to the band's songwriting process having developed from these audacious adaptations 
of simpler songs. Here, then, process (adapting simple pop songs by adding 
arrangement complexity) directly affects product (complex instrumental music with 
some musical elements based on simple pop songs).
A related characteristic of Yes's music is its non-recursive nature and its 
abandonment of traditional AB or AABA song form. There were occasional repeated 
sections, but more often the songs would unfold in a linear, episodic way, with very 
different keys, tempi, instrumentation and production between sections, often with 
short keyboard-led bridging passages connecting sections together. To the first-time 
listener the song unfolds unpredictably section by section, with each one seemingly 
providing no clue as to the sound of the next. Bruford confirms that some of the songs 
were written in exactly this way. Sometimes sketches of ideas were worked up in the 
rehearsal studio, but the finished song was finally agreed, rehearsed and committed to 
tape one section at a time, with composition decisions being made between takes.
Anderson and Howe [voice and guitar] might have sat together in 
their apartment and knocked up a couple of sketchy things that 
they could take to the band, and that would move the process on a 
bit, because if it already had the acceptance from the guitar player
398 Bill Bruford, Personal interview (audio/unpublished), interviewed by Joe Bennett, February 1, 2012. 
Examples of Yes cover versions that adapt earlier pop hits can be found in the Spotify playlist at 
joebennett.net/phd.
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then it would have some quite nice harmony and would already be 
in the shape of the song -  at a malleable stage and subject to input 
from others. Each of us would change it in some way, and for 
having done so would be more emotionally involved. We did write 
mostly in a rehearsal room and then take a bunch of incomplete 
ideas into the studio. The song would be then recorded pretty 
much in 16 bar sections. You'd record 16 bars and say, well what 
next? You'd watch the master tape go round, and then drop in. It 
would be edit after edit. We couldn't play the piece of music all the 
way through from beginning to end until it had been finished. And 
then we learned it so that we could play it live. It was all very time- 
consuming and very expensive. 399
One might argue that the listener does not perceive obvious drop-ins on Yes 
recordings, and indeed there is often smooth musical movement between sections. 
There was, Bruford says, a deliberate plan to conceal the disparity of musically 
dissimilar segments, and this was handled by Wakeman:
We deferred to Rick Wakeman, who knew lots of technical stuff. So 
you could create the most outrageous things. If a tempo and key 
were totally unrelated [to an adjacent section] ...we'd go for coffee 
and leave Rick to fix it. And he knew through clever harmonic 
changes how to write it so you couldn't see the join. It was 
brilliant. So the music would go from one [section] to another 
fairly smoothly and nobody knew how we got there. Rick would 
then play [the bridging section] to us, and we'd learn it.^ oo
In Wakeman's composition of bridging passages, we see yet another process 
that steers the songs away from the expectations of traditional song form. Not only 
were many sections created linearly, they were themselves bookended by additional 
sections. As a group of co-writers, the band was clearly very happy to avoid using song 
form as its initial stimulus -  indeed, form seemed to materialise merely as a by­
product of other creative processes. The co-writing team was writing the songs in a 
linear way, deliberately eschewing song form as a constraint, and the resultant 
product was a linear song that challenged traditional form.^oi
399 Bruford, Personal interview with Bill Bruford (audio/unpublished).
490 Bruford, Personal interview with Bill Bruford (audio/unpublished).
401 1 am grateful to Bill Bruford for proofreading this section and confirming its accuracy in respect of 
Yes's songwriting processes.
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4.6. Primary auto-ethnographic case studies
4.6.1. 'Maiden Voyage'
Song title: 'Maiden Voyage' (instrumental 'song']
Date: August 2011
Client: Rockschool Ltd
Co-writers: Joe Bennett (JB) (credited); Chris Blanden (CB)402^  James Uings
(jU)403 (uncredited);
Performers: Stuart Ryan (guitar); Henry Thomas (bass); Noam Lederman
(drums)
Evidence base: Professional brief (document), JB process notes (document).
Hand-written scores (document). Correspondence (email). 
Studio multi-track digital master file (Logic Pro on Apple Mac), 
Final published score (book). Final studio mix (audio). Audio 
demo available via joebennett.net/phd.
Rockschool Ltd is a publisher of books, sheet music and CDs that are used for 
its own accredited404 graded qualifications. JB was invited (in 2010) to pitch several 
songs for possible inclusion in the published s y l l a b u s . ^ o s  The s o n g ^ o ^  was written 
entirely in JB's project studio, initially with JB working alone, and later with CB 
contributing to the drum part. Guitars, bass and drums were played live, and keyboard 
lines were composed and performed on software synthesisers using Logic Pro on 
Apple Mac. The demo was then transferred back to the Rockschool studio where it 
was approved by the commissioning editor, who has the right of veto on all 
submissions. The guitars and bass were later re-recorded by members of the house
402 Note -  although contractually JB was the sole writer and CB was paid a session fee for drumming 
contributions, in creative terms CB did contribute ideas to the session, som e of which appear in the 
final drum part. This distinction betw een 'legal' and 'moral' co-writing is discussed in the analysis and 
elsewhere in this thesis.
403 Similarly to CB, JU is not credited as a co-writer in the published work, but as comm issioning editor 
provided all of the constraints within which this composition was required to operate. Thus, by 
supplying constraints before JB’s creative process began, JU was 'morally' a co-writer -  his 
specifications certainly had a significant effect on the musical content of the work.
404 http://ww w.rockschool.co.uk/aboutus/accreditation/
405 Throughout the auto-ethnographic analyses I will describe m yself as 'JB' in the third person, in order 
to avoid difficult-to-read over-use of the first person in the text.
406 Technically, this is an instrumental, but it is included here because it provides a rich source of 
evidence to support the research. Although it contains no lyrics, it is based on song forms and popular 
music genres and uses all of the musical production processes and creative interactions as w ould be 
found in any co-write. It is particularly relevant due to the extent of its constraints (macro-level client 
and micro-level brief) and the creative veto relationship betw een client (JU), session player (CB) and 
composer (JB). These conditions enable an exploration of the issues of contribution and ownership, as 
discussed theoretically in Chapter 3. The case study also provides an example of a soundalike, w here  
the creative team is working within the copyright parameters discussed in chapter 3.
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session band, who were required to add 8-bar improvised sections for the final 
recording (see score markings for guitar/bass/drum respective solos). In this respect, 
the house band arguably made creative contributions to the finished product, but 
these were not recorded in the score nor in the contractual agreement, so for the 
purposes of this analysis are omitted. On publication, JB was the only credited 
composer. All participants satisfy the research project's definition of 'professional' in 
that they are members of a collection society and have received royalties on their 
works in the past.
In 2010-2011 the Rockschool editorial team (represented here by 
commissioning editor JU) began inviting composers to 'pitch' for the 128 instrumental 
'songs' that would appear in the 2012-2018 syllabus. JB had written several 
compositions for Rockschool before, beginning in 2005-2006, and so was invited to 
pitch work for consideration. The brief for Rockschool compositions is always tightly 
constrained, given that the pieces are required to be performed by a player of a 
specified level of instrumental technique/experience. Thus, the commission 
documents contain detailed information about the musical parameters within which 
each instrument can operate.
The brief also required that the compositions must sound authentic (i.e. that 
they sound like the artist/s referenced in the brief) and be completely original (i.e. 
that they must not infringe copyright). Furthermore, there was a requirement that the 
compositions were not pastiches of a single work, but rather should use instrumental, 
musical and sonic elements that are characteristic of the specified artist/s -  usually 
achieved by combining characteristics of several different works. Finally, the 
compositions were required to sound as if they were part of a song but, given their 
requirement for use in an instrumental exam, could not contain lyrics.
An initial email approach was made to JB who accepted the opportunity to 
contribute on a mutually understood speculative contractual basis. Thereafter, a 
complete brief document (excerpt below) was supplied. Further telephone and email
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contact was undertaken between JB and JU to confirm the musical specifics of what 
was required. JB was required to submit a score each for the guitar, bass and drums 
parts, and a high-quality audio demo. All submissions were agreed by email. All 
contractual matters were dealt with by Rockschool's standard royalty agreement, 
whereby copyright of the work is transferred to Rockschool but the composer receives 
a pro rata royalty for each published book.
GUITAR I GRADE 3 1 COMMISSION «4
Style
Reference artistfs)
Length
Key
Accidentals 
Tempo 
Time sig 
Dynamics 
Note values
Rests
Rhythm
Register
Chords
Scales
Technical
Indie 
Kiiiers etc 
1:45
Not E or A 
Yes
See chart below for how maximum tempos are calculated 
4/4. Swing feel is acceptable.
F and P. Crescendos and Decrescendos are acceptable.
Whole, half, quarter, eighth and sixteenth notes. Including dotted rhythms. Eighth note 
triplets.
Whole, half, eighth and sixteenth notes, including dotted rhythms. Eighth note triplets. 
Syncopated melodies and strumming patterns 
Up to 12th fret
All open position chords. Root fifth and sixth string major and minor barre chords.
Major, natural minor, major and minor pentatonic and blues scales.
Legato, staccato and slides. Accents. Palm muting and double-stops. Vibrato. Simple bends.
Figure 20 -  Excerpt from commission document (guitar)
After reading the brief, JB spent three days listening to music by The Killers, 
particularly focusing on those tracks which were the most downloaded or played. 
Various online retailers including iTunes and Spotify provide algorithmic information 
-  "customers who listened to this also listened to...", so JB used these links, and the 
editorialised versions thereof provided on iTunes (influenced by/contemporaries). 
The goal was to absorb, through listening, musicological characteristics of The Killers' 
songwriting, performance and production traits. Several musical traits were identified 
including use of major-key diatonic chords, prominent melodic hooks played on 
synthesiser, 'pushes' where the downbeat or third beat of the bar is anticipated by a 
quaver, melodic and arpeggiated baselines, and partial chords on the guitar using a
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combination of the open and fretted notes. This was cross-referenced with publicly 
available information about the band, including the instruments used, production 
techniques and software methods, and some analysis of their existing work.
One common characteristic of The Killers' work is that the songs often feature 
bold, exposed melodic lines played on a single-note [software) synthesiser, with the 
guitar taking an accompanying role with occasional countermelodies. JB used this 
characteristic to achieve one requirement of the brief, which was that the guitar part 
should contain a mixture of chord playing and single note melody.
After JB had made these preparatory creative decisions, the composition 
session began. Several similar drum loops in 4 /4  time were selected and dragged into 
software, whereafter they were arranged into eight-bar sections which were then 
moved and copied until the desired track length of Im 45s was achieved. This 
effectively defined the song form.
From here, the composing process used a chords-first approach, with JB using 
live electric guitar to improvise harmonic and textural ideas, selecting and discarding 
these and committing 4 or 8 bar fragments to recording. Some rhythmic elements of 
the guitar part were influenced by pre-existing content in the drum loops, for example 
the beat placement of bass drum. In this way, the guitar part was pieced together one 
section at a time, resulting in a piece of music that contained three sections -  
nominally, an intro, verse and chorus, even though these sections were not of course 
defined by lyric characteristics, this being an instrumental composition. Sections of 
the guitar audio were then copied and pasted to provide a song-like structure, albeit 
one that allowed for three consecutive improvised solos for guitar, bass and drums 
r e s p e c t i v e l y 4 0 7 _  when the guitar part was complete, JB improvised a bassline under
407 In Rockschool’s syllabuses som e grades (including grade 3] share pieces across guitar, bass and
drums, so the instrumental parts must be written so that they achieve this specified level of technique 
for all three instruments simultaneously. JB decided to write the guitar part first, working on the 
assumption that it would be easier to change the technical requirements of the drum or bass parts in 
response to the guitar part than the other way around. This also enabled a harmony-outwards 
approach to composition.
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the harmonie structure that had been established, keeping to within the ergonomic 
technique constraints specified in the brief, such as rhythmic complexity and 
fingerboard positions.
Next, melodic lines were added to the 'intro', improvised on a keyboard with a 
suitably idiomatic software synthesiser sound selected. Again, many ideas were 
discarded, and the performed melody that was recorded to software was then edited 
on-screen, to make changes to individual pitches and durations, and to add 
appropriate articulations. In this case, extremely accurate legato was required to 
enable glide/portamento. The portamento response speed and various other technical 
parameters of the synthesiser engine were adjusted at this stage so that JB could 
check that the melodic line worked appropriately for the specifics of the synthesiser 
sound.
Most of the pitch-based elements of the composition were by now complete. 
However, JB is not a drummer, and the drum loops that had been used as a 
placeholder to create form were insufficient to provide the level of technique 
appropriate to the grade. It was therefore necessary to collaborate with a drummer.
The following day drummer Chris Blanden [CB] attended a session at JB's 
studio. Contractual terms had been prearranged by phone -  CB would receive a 
session fee but not a composition credit. Both parties, then, were in prior agreement 
regarding terms of creative input.
The session began: the track was played back and a listening/discussion 
session ensued. JB briefed CB, highlighting particular techniques that would be 
required in the drum part, for example quaver anacruses, at least one section 
featuring semi-quavers on the hi-hat, at least one section involving a 'four on the floor' 
crotchet bass drum. The song's structure was written down as a bar-by-bar chord 
sheet on a paper notepad, mostly using text-based instructions as opposed to drum kit 
notation, including "16s hat throughout"; "pushes on third beat"; "8-bar solo with 
syncopated crashes"; "unison with guitar. Only in the case of rhythmic unisons was
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notation used, and this was handwritten as marginalia next to the text. The song's 
structure was written in a list at the bottom of the page. Thus, the assumption was 
that the drummer would contribute creatively to the song by improvising a part 
according to constraints specified by the Other.
With this brief established, CB performed the drum part in 8-bar sections, with 
JB accepting or rejecting takes, and both CB and JB suggesting ideas for drum grooves, 
dynamics or rhythmic motifs. It was agreed that a complete performance of the song's 
drum part was not needed. Rather the intention was for JB to create a composite take 
from the eight bar sections that had been recorded.
The drum part was duly composited in software over a 4-hour editing session, 
and JB then undertook a guitar and bass session, re-recording both of these 
instrumental parts in their entirety. These rerecorded parts were necessary because 
the previous parts had been used only for the purposes of composition, and contained 
several minor errors of pitch, timing, and editing. By this time JB had heard the 
previously recorded guitar parts many hundreds of times [for example during the 
drum sessions) so was able to play them with greater familiarity and a natural sense 
of flow. At this point in the process JB invented a title for the work -  'Maiden Voyage'. 
Rockschool titles are themselves a stylistic constraint. They typically contain a cryptic 
allusion to the referent artist and are usually one to three words in length. This 
particular allusion refers to 'Killers' being an early album by Iron Maiden.
The song was then mixed and a rough MP3 quality demo was emailed to the 
client [commissioning editor JU). JU's feedback was that the track was stylistically 
appropriate and fit the brief, but he specified that one section should be less 
melodically detailed to allow space for an improvised [and non-notated) drum solo. JB 
duly simplified the guitar and bass parts for this eight bar section. However, this left a 
problem -  the drummer had departed and no drum solo had been played. Despite the 
fact that the client brief only required a demo [and that the drum solo would be re­
improvised in a later studio session undertaken by the client with different session
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musicians), JB decided to create a drum solo of sorts for illustration purposes to make 
it clear to the client where and how the drum solo might be played. This 'drum solo' 
was composited, in software, from sections of drum audio taken from elsewhere in the 
song, which were copied, moved to left or right in relation to the downbeat, or 
otherwise manipulated to create the illusion of an improvised drum part. The result 
was surprisingly authentic, and was discussed and approved by exchanging MP3s via 
email between JB and CB (who referred to it as a 'Frankenstein solo').
A revised demo mix was created, and an MP3 file emailed to the client, who 
provided final approval. As this particular client brief also required notated score, JB 
began the process of transcribing all of the parts that had been written in the studio in 
clef notation and guitar/bass tablature. Note that this transcription process was 
entirely after the fact of the co-write; it was a document representing a visual 
manifestation of a finished creative (audio) work, not a composition in itself. Thus, the 
score is not the composition -  it is merely a low-bandwidth reduction of the full 
composition, providing just enough information for a single guitarist, bassist or 
drummer to perform it. Even thought the score was a required creative artefact in this 
case, it wasnot a significant part of the creative process; rather, its creation was an 
additional post-production task for the credited songwriter (JB). This distinction, of 
course, is another demonstration of the difficult delineation of song and track. The 
songwriting process, in this case, was completed the moment the client approved the 
final demo as an audio file, and the transcriptions over the page represent only the 
post facto manifestation of this creative work in a visual medium.^os
408 A full-score transcription is available in Appendix 5.4.
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Figure 21 -  'Maiden Voyage', sample from guitar score
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186
Collaboration
Although all artist-related creative briefs are inherently constrained, a 
Rockschool composition is exceptionally so, because it is in part a 'soundalike' brief. JB 
was required to make sonic allusions is to a particular artist [The Killers] and style 
[contemporary 'Indie' pop that could be performed by a guitar/bass/drums 
ensemble). The song's duration had been specified, as had a number of parameters of 
tempo and instrumental technique. It is also important to note that the song was a 
demo and represented a 'pitch' to the client, providing an economic incentive for JB to 
work within the specified constraints. This client had asked a number of other 
composers to pitch demos, and only those songs that were accepted would go on to be 
published in the syllabus and generate future royalties. JB was therefore incentivised 
to create a work that was musically pleasing, enjoyable to play, and idiomatically 
accurate in musicological and audio production terms -  without deviating from the 
instrumental technique specifications of a grade 3 exam piece. Any deviation from 
these constraints would result in failure to achieve value to others -  such value 
becoming manifest here as [eventual lack of] veto from the client.
JB's initial response to the brief was to become as informed as possible about 
the artistic constraints within which the song would be written, resulting in an 
immersive listening period intended to aid subconscious absorption of the genre and 
artist. Some musical ideas were, at this point, consciously identified and decided upon 
-  for example, the decision to include a bridge section using semiquaver hi-hats was 
made before the writing session began.
The first two compositional tasks JB addressed were the laying down of a 
dummy drum part and the definition of the underlying harmonic structure of the 
piece. Because the composing environment included music production software, no 
creative decisions about the order of particular sections were made. The presence of 
the software therefore postponed composition decisions regarding form. Similarly, 
melody was of less importance in this composition session than it might have been if 
the song had included a vocal. Of the many predetermined constraints on this work, it
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was one of the most flexible so could realistically be ignored until these more 
inflexible parameters had been met.
This composition process was collaborative but, for the most part, only in the 
asynchronous sense. The client QU) was a collaborator even though he was not 
present in the room during the writing session, because he had specified many 
musical requirements beforehand, and had the power of veto of every aspect of the 
work, including the decision of whether to use it at all. The drummer [CB) was a 
collaborator in the synchronous and creative sense because he contributed musical 
ideas during the studio sessions that were included in the final published composition. 
CB was not, however, a collaborator in the copyright sense because he was not 
credited as a co-writer of the song.
The brief did not require the song to be written collaboratively, but JB chose to 
work with an Other, the motivations being time-efficiency, increased breadth of skills 
set and greater enjoyment of the session. However, since the Other's contribution was 
more valuable sonically and instrumentally [as opposed to compositionally), JB took a 
'session player' approach to the contractual negotiations, agreeing with CB that the 
latter's contribution would be nominally non-compositional. CB's fee was paid by JB 
up front, after the commission, but before the work was created -  so there was no 
guarantee that the work had any economic or artistic value at the point of session 
payment. Creatively, in practice CB's session player contractual status did not appear 
to dis-incentivise him from contributing ideas that were arguably compositional in 
nature. This easy working relationship was probably enabled by the fact that JB and 
CB are well known to each other and have collaborated on many musical projects over 
a number of years. The session was certainly quasi-social, with many relaxed coffee 
breaks and casual conversation, most of which [but not all) was unrelated to the task 
at hand.
The client did not need a professionally produced demo, as the entire track 
was to be rerecorded by session musicians at a later date, but JB made a conscious
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decision to apply extensive production techniques to the recording and mixing of the 
song. The intention here was to create immediacy for the listener [i.e. the client) so 
that the authentic production values could show the compositional content in its best 
light -  hopefully, to increase the chances of the pitch being accepted. On hearing the 
demo, the client requested a copy of the original 'master tape' computer files, so that 
the software synthesiser sound from the demo could be reproduced exactly in the 
finished product when the demo's guitars, bass and drums were replaced by session 
players.
The decision-making in the JB/CB dyad was not a 50/50 creative balance, as 
CB was working under JB's direction, meaning that JB had 100% veto over all 
drumming decisions. Agreement was still important, and CB and JB would frequently 
adapt drumming stimuli suggested by the Other, or negotiate on behalf of their own 
ideas. There were, therefore, two levels of 100% veto present -  JB's decision-to- 
decision 'micro-veto' as the credited composer, and JU's project-wide 'macro-veto' as 
the commissioning editor.
The economic parameters of the creative contributions relating to ownership 
of the work were clear to all throughout every stage of the creative/producting 
process, and written contracts were in place. For this reason, there were no 
economic/ownership issues throughout the creation of the work, and all parties have 
maintained a good business relationship since its publication. CB and the later session 
musicians were contributing in a Work For Hire context, meaning that the normal 
legal position whereby all creators own their works by default was not applicable to 
these players; the payment of a contracted session fee secured their performance 
contribution.409 jB received no payment until after the work was published [in print 
and on CD), whereupon it generated royalties.
409 United States Copyright Office, '"Work For Hire' Legal Definition (USA)". United States Copyright 
Office, September 2012, http://www.copyright.gov/circs/circG 9.pdf.
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Throughout the 'Maiden Voyage' creative process, we see a blurring of the 
boundaries between songwriting, performance and production. All three activities are 
authentically creative in the sense that they generate content that can be heard in the 
finished product, having survived client veto. The identity of the creator/s is also 
highly questionable when the content of the finished work is compared with the 
processes used to make it. Although JB is the only credited composer, it is easily 
demonstrable that the song would have sounded different were it not for the 'creative' 
input of JU [brief and veto) and CB [drumming ideas). Of course, JU and CB were 
remunerated for their work via session fee and salary respectively, but they remain 
uncredited as composers. It is also true to say that the song would have sounded 
different were it not for the existence of The Killers and similar artists, who arguably 
provided the initial musical stimuli that were used to begin the songwriting process. 
Finally, it is important to note that the piece contains three 8-bar improvised solos for 
guitar, bass and drums respectively, which on the final product were performed^io by 
session players with whom JB had no direct interaction. Are these improvised sections 
part of the composition? If so, it would be impossible to argue that JB composed these 
elements. Do they contribute to the overall effect of the composition? Certainly, and 
they will quite probably affect the improvisational choices of other musicians who 
may perform the work in future. Thus, on a moral or philosophical level, one could 
argue that 'Maiden Voyage' was written by at least six people. Of all the auto- 
ethnographic case studies 1 have undertaken, this [instrumental) song is perhaps the 
clearest demonstration of the many grey areas regarding questions of contribution, 
authorship, authenticity and ownership in collaborative songwriting.
4.6.2. ‘Far As I Can See'
Song title: 'Far As 1 Can See'
Date: September 2012
410 The improvisations w ere not notated verbatim but w ere included on the CD that accompanied the 
score, and w ere thus available as audio to every consumer of the work.
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Co-writers: Joe Bennett (JB), Dominik Boncza-Skrzynecki [DBS], Margo Sky
CMS]
Evidence base: Co-write process recording [audio], post-write interview [audio],
JB process notes [document], lyric sheet [document], hand­
written lyric/chord sheet, studio mix [audio], demo and final edit 
debate [email], studio multi-track digital master file [Logic Pro 
on Apple Mac], re-recorded studio mix with lyric edits and re­
recorded vocal [audio], re-orchestrated studio mix with ballad- 
style arrangement and same vocal [audio]. Audio demo available 
via joebennett.net/phd.
The song was written outdoors with acoustic guitar, ukulele, pen and paper 
and online rhyme dictionary.^!! The demo was recorded in a home studio using Logic 
Pro software on Apple Mac, BED sampled drums, 'Apple Loops' samples, live electric 
bass, charango and acoustic guitar. Vocals were recorded in the same studio.
Post-production discussion took place partly online and later face-to-face 
when the final vocal was recorded. JB and DBS play guitar to an advanced level; MS 
plays guitar to a basic level. MS and DBS are professional-standard singers; JB has a 
passable voice that is useful for backing vocals but unsuitable for lead vocal. JB and 
DBS have competent recording/production skills and good quality recording 
equipment. All three writers are comfortable writing melody or lyrics, and all have co­
written songs before. All writers satisfy the research project's definition of 
'professional' in that they are members of a collection society and have received 
royalties on their works in the past.
The writers met on the day of the co-write to discuss the goals of our future 
working relationship. It was agreed that the purpose of the collaboration was to write 
new songs for MS to perform live, and to use the studio recordings for possible release 
on CD/download. Therefore the songs had to be written in MS' artistic 'voice'. MS 
described her preference for straightforward love/relationship lyric themes, and the 
group decided to write only in this area until agreed otherwise. Royalties were agreed 
as three-way splits, including the publishing and ownership of the masters. DBS
411 The rhyme lookup was technologically assisted, being provided by a mobile device w eblink to 
rhymezone.com.
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explained that he and MS had several unfinished songs and wanted to work with JB to 
try to complete these. JB agreed and expressed a preference for working in this way 
rather than starting from scratch.
All were familiar with MS' previous work; DBS and MS are brother and sister 
so know each other’s musical preferences well. JB had heard MS providing session 
vocals on recording of a previous song entitled 'Mayfly'^iz and all agreed that the 
partnership would choose to work in the 'Americana' genre when writing for MS. The 
agreed creative goal for the day was to complete the song and, if time allowed, to 
record a studio-quality guide vocal at the correct tempo that could be used by JB in 
post-production. It was agreed that this demo would be circulated by email at the end 
of the day so that all the co-writers could reflect and make changes.
DBS and MS brought the initial stimulus. They had already completed a draft 
chorus for a love song with a working title 'Happy As Can Be' and the following lyric:
Tell me I'm not dreaming, darling
You're as real as me
That 1 haven't died and gone to heaven
Happy as can be
Happy as can be
The melody for this draft was exactly as it appears in the final demo version of 
the song4i3 and the partnership did not discuss or change it in any way. Therefore, it 
was tacitly agreed that this melody was appropriate because no-one challenged it 
throughout the co-write. The draft chorus was played to JB, who responded that the 
melody and sentiment were strong but the ending titular hook was weak, in sentiment 
and lyrically. JB suggested a different line 'Far as 1 can see' following on from the 
previous line thus; 'Haven't died and gone to heaven /  far as 1 can see'. All agreed with 
'Far As 1 Can See' as a last line and working title. The chorus' lyric theme meaning was 
clear; the narrator character is in love with the 'you' character and wants simply to
412 Co-written by DBS/JB earlier in 2012 -  see appendices 3.1 and 5.2
413 See appendix 5.2 for audio demo.
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spend the whole song celebrating their love. All agreed that the verses would fill in 
detail about the relationship and how the main character feels about her lover.
MS and DBS also played a draft verse melody with dummy lyrics. JB believed 
that verse melody didn't fit easily with the chorus and suggested starting again with a 
new verse. All agreed to try this, with a new lyric idea as a starting point. For stimulus 
the group consulted MS' notebook, which contained pre-prepared 'stream of 
consciousness' lyric fragment ideas, all based on the same happy/love theme, 
including:
You're a dot in my eye; I'll tell you one thing/you're really 
something; you're a heart of gold; you crashed into me; where did 
you come from; 1 didn't know 1 could love like this; suddenly 
everything makes sense; my heart is at peace; not racing 
anywhere; 1 know where 1 belong; from the moment 1 saw you; 
this is real; 1 don't have to say anything, 'cos you just know;4i4
The group selected several of these and all three writers tried singing different 
melody ideas to hear how they sounded when sung/scanned over music, using chords 
improvised on guitar or ukulele from JB or DBS. Melody decisions were for the most 
part ignored at this stage while the group concentrated on getting a palette of 
rhyming/scanning and artistically pleasing lyric ideas that fitted with the core 
meaning of celebrating the characters' loving relationship. Lyric lines were selected or 
rejected by the group, with live 'auditioning' of phrases, rhymes or couplets. The 
selection process was usually expressed positively, with many ideas being tried by 
individual writers and the other writers expressing enthusiasm when a perceived 
good idea was performed or written down. Poor ideas were usually greeted with no 
response from the other writers, or with recommendation for changes/adaptation. 
Soon a draft verse structure was agreed which, in terms of form and rhyme scheme, 
initially resembled a limerick:
414 Transcribed excerpts from DBS' lyric ideas notebook, Sept 2012
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Figure 24 -  Excerpt from hand-written lyric and chord sheet
The 7-bar verse chord structure had been supplied through improvisation
from DBS and JB in response to the various lyric tryouts, and occasionally small 
changes were suggested by one or other -  e.g. "1 like that Am7 chord in bar 2; can we 
go to the C in the next bar?" Musical structure amendments to the 8-bar verse were 
suggested by JB and DBS [e.g. ending the verse on a bar of 2/4 to arrive at the chorus 
early) but auditioned then rejected by all.
By this time [40 mins) a verse and chorus lyric were complete and the group, 
without discussion, turned its attention to melody details, trying out different pitches 
against the working lyric. Opinions were provided by all about which pitches and 
melodic fragments worked best, with constant auditioning of alternatives, which were 
evaluated and accepted or rejected.
The idea of repeating the last line was approved, rejected then reinstated, and 
eventually retained by mutual agreement. All three co-writers initially approved the 
descending melodic phrase 'Better not ask why' but it was later agreed that the 
phrase's final resting pitch was too low to lead into a chorus. The solution, suggested
194
Collaboration
by JB and approved after modification of the melody by MS, was to repeat the final line 
with a higher pitch on the last note.^is
DBS and JB made occasional light-hearted spoken references to other existing 
songs with lyrics in a similar vein, including Cole Porter's 'You're The Top', and though 
the idea of plundering this song for ideas was not explored further, implicit in its 
mention was an intention to avoid plagiarising this work.
By this time (45 minutes] verse 1 and the chorus were complete, and attention 
turned to writing the lyric for verses 2 and 3. Each writer would sing possible lyric 
phrases over the approved melody, and the other two writers would evaluate each 
one with encouragement ('that's really good -  keep that'] or suggestions of 
alternatives. Few ideas were explicitly vetoed but many were quietly ignored. The 
group wrote verse 2 and 3 more quickly, as no discussion of melody or form was 
necessary. The group agreed that the remaining verses' lyrics should structurally copy 
verse 1, i.e. the opening couplet of each verse (lines 1 and 2] should contain imagery, 
the shorter middle couplet (lines 3 and 4] should be conversational, and the final line 
reflective (and repeated]. Several different lines were suggested and auditioned that 
fitted within this structure, and some took their place in their song by mutual consent 
-  usually explicitly expressed by one or two writers, and sometimes tacitly approved. 
At this point the rhyming dictionary was used for the first time to supply a palette of 
rhymes that would fit with the imagery-based lines that all three writers were 
suggesting for verse 3, and particularly to solve the 'gold' rhyming problem at the end 
of verse 3. This final line 'Precious time to hold' was agreed to be weak in terms of 
meaning, but it sang well and solved the rhyme problem, so it was preserved in the 
absence of a better idea.
415 I have included a transcription of the melody and lyric to illustrate the note-specific points in this 
section: see Appendix 5.4.
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Figure 25 -  'Far as I can see" verse 2 lyric with edits and deletions
After the first two verses and chorus were completed [approx. 75 minutes] the
group took a 20-minute break to drink tea and reflect. The break is not recorded but 
the song was briefly discussed and some melodic fragments sung by all three writers. 
No decisions were made during the break, but all agreed that the co-write was going 
well and the song was almost complete.
The second session began with JB's suggestion that the song needed a bridge 
to give it a dynamic lift, and he sang a suggested bridge melody with dummy lyric. DBS 
played this idea and auditioned the 'lift' by playing the bridge idea after a chorus to 
hear it in context. MS tried out melodic ideas unaccompanied based on the draft 
bridge chords. The group experimented with melodic shapes and possible chord 
changes for the bridge for around 10 minutes, until interrupted briefly by an 
unexpected 'man from Porlock' who arrived with a delivery. After this unplanned 
period of reflection the group reconvened and discussed whether a bridge was 
necessary at all. It was agreed to abandon the bridge and record a version of the song 
with only two verses, repeating the choruses and possibly adding instrumental 
sections based on the verse or chorus. At this point the song form [intro/verse-chorus 
X  3/final chorus] was finalised -  the group agreed that the song had 'said enough' and 
would probably be slightly more than 3 minutes' duration in performance. The team 
had enough material to go into the studio and begin recording, and therefore the song
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was deemed complete. The vocal was recorded in the studio to a click track with 
fingerstyle guitar accompaniment, and the day's session ended there.
With the prior agreement of DBS and MS, JB went alone into the studio the 
following day, listened to the vocal and auditioned several styles of guitar 
accompaniment. He perceived the tempo (78BPM} to be too slow and so undertook a 
reworking of the accompaniment, from an initial semiquaver-based 'straight' folk 
ballad guitar fingerstyle approach to a Country 'swung' feel. All instruments were re­
recorded, with the addition of electric bass, drums, charango [used here to 
impersonate a mandolin], backing vocal, and country fiddle [supplied using samples].
JB also composed a 'secondary hook' for the intro -  the 8-bar melodic line that 
is played on the charango. This evolved from a guitar fingerstyle part that itself was 
adapted from the notes produced by playing a ragtime-style picking pattern over the 
chorus' chords. A fragment of this melody appears as a space-filler to add interest 
after the first line of verse 2; this was achieved in software by extracting the first two 
bars of digital recording of the intro charango part, and copying it to arrive at bar 3 of 
verse 2. JB then incorporated this melody part into the fingerstyle guitar 
accompaniment to provide additional melodic interest for the dynamic drop in verse 
3.
The tempo of the accompaniment was doubled to 156 BPM, or rather, the 
instrumental parts were played in such a way that the tempo appeared to be doubled 
to 156BPM. The vocal had not been recorded at this tempo or with the swung 
rhythmic feel, but given the chorus' emphasis on non-syncopated crotchets and the 
verse's relaxed vocal delivery, the existing vocal fitted surprisingly well, certainly well 
enough for a 'proof of concept'.
The song was mixed and an MP3 demo emailed to DBS and MS for evaluation. 
A reflection period of several days followed, during which email correspondence
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between JB and DBS i^s evaluated the effectiveness of JB's work on the demo. The 
correspondence records a minor lyric edit and mutual approval of the new high- 
tempo approach to the song.
[JB]
Hi Dominik. Here is a version of AFAICS with backing track. 1 have 
changed the groove as you will hear - the 16s sounded too weedy 
at 78 BPM and straight 8s too dirgey. So I've gone for a country 
bounce. Not what any of us originally planned, but see if it grows 
on you! [...]
[DBS]
Thanks for all the work you've put into it! Sounds great. We think 
it could be a bit faster and a tad tighter - but for a first demo we're 
very pleased. The fiddle at the end sounds convincing too! 1 like 
the feel you put on it -1 think the overall groove could improve if 
Margo would re-sing the vocals with that feel in mind. [...]
[JB]
Thanks Dominik. Yes 1 agree on the next steps. Margo's vocal was 
of course sung to a straight 8s groove, so yes it should be re-sung 
with the new groove if you both agree it's the right approach. 1 
need to practise the fingerstyle part until it nails the beat more 
accurately! [FYI [the guitar tuning is] EADGBD with capo 5).
[regarding the lyric] I've also suggested the 'dot' in verse 1 
becomes a 'light'. And on reflection, we might want to reinstate the 
word 'that' or perhaps use 'cos' because 'but' in the chorus sounds 
too negative.
DBS and MS arrived for a recording session the following week and MS sang 
the vocal. During this session minor edits were made to the scansion of particular 
syllables, with MS as vocalist and JB and DBS as producer. This was undertaken in a 
'glass wall' studio environment where these minor edits were suggested by JB and 
DBS and agreed by MS. These edits were communicated through to MS via the 
talkback studio mic and then sung. The vocal was recorded either in complete sections 
[e.g. a verse at a time] or one line at a time. MS performed several takes and all three 
writers participated in a short 'comp' session where the final vocal was composited by 
selecting the best of each vocal take, usually a line at a time, and occasionally a syllable 
at a time where necessary [e.g. when a particular syllable was more pleasing or in
416 As DBS and MS shared a house at the time, this communication from DBS is effectively from both DBS 
and MS.
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tune in a different take). The guitar part was re-recorded by JB with DBS as recording 
engineer. The mix was undertaken by JB with edits and approvals from DBS and MS.
During the demo recording process, JB made no 'creative' decisions [in terms 
of changing the song as a publisher would define it). The lyric, harmony and melody 
were not changed in any way. Thus, the absent co-writers could be assured that the 
demo production would be additive only and no previously agreed creative decisions 
would be overturned.
The writers shared a common pre-agreed goal -  to write a positive love song 
in a pre-agreed 'Americana' genre for a specific vocalist [MS). Stimulus material was 
pre-prepared [in this case, an almost-complete chorus written by MS and DBS). The 
chorus was consensually approved with a single adaptation [change of final line).
Accordingly, by the time the writing session began in earnest, several 
constraints had been established, at least temporarily -  the tempo, key, genre, vocal 
range, chorus melody and, to some extent, rhythmic 'groove'. Importantly for the lyric 
development, the core lyric idea [of simply celebrating a loving relationship) had been 
specified at the very b e g i n n i n g . ^ i ^  This made the lyric easier to write later on, as the 
protagonist's motivations and agenda were clear to all. It was also clear -  from the 
initial chorus idea, and also from MS' preferred style of performance -  that the lyric 
would be in the first person.
Another pre-existing constraint was the vocalist. Because the group had 
agreed that the song was to be written for MS, her vocal range would define the floor 
and ceiling of the melody in any given key. During the co-write DBS can be heard 
singing a melodic suggestion that is comfortable for his own voice, only to dismiss it 
immediately when he realises that the proposed line is outside MS' vocal range in the 
key context. Similarly, lyric suggestions tend toward vowels and colloquialisms that 
would sound good in MS' American accent.
417 This is by no means always the case, and the lyric them e can, in som e partnerships, be identified much 
later in the process (or in som e rare cases, not at all).
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The final tacit pre-existing constraints were the conventions of the genre. 
Implicit in the group's decision to work within ‘Americana' were each individual 
writer's assumptions about what that genre affords, based on previously heard songs. 
So, for example, we would have been unlikely to suggest musical ideas using complex 
harmony, unusual time signatures or tempo changes, or lyric ideas that are implicitly 
beyond the genre. To choose an obvious example, a science-fiction lyric theme would 
not only have been rejected, it would be unlikely to have been suggested in the first 
place.
During the co-write, the group's duties are seen to be distributed according to 
skill set, without creative roles being explicitly assigned [apart from the pre-agreed 
plan that MS will be the vocalist). DBS and JB naturally and exclusively choose the 
guitar chords; MS chooses not to pick up a guitar throughout the process, confining 
her input to vocal melody choices and responses to the others' harmonic ideas. 
Creative input to the lyric is fairly evenly distributed; MS and DBS perhaps providing 
more initial stimuli and JB taking an evaluative/adaptation role. Later in the co-write 
JB begins to suggest more lyric ideas, particularly after the verse form has been 
established.
The group's communication style is non-confrontational and the 3-hour audio 
file records no arguments, but a number of disagreements, which are often only tacitly 
expressed [for example, by a polite but lukewarm response to a musical or lyric 
contribution). Disagreements are usually resolved by trying an alternative idea, by 
suggesting an amendment to the idea proposed by another, or by changing tack and 
working on a different task or section.
When auditioning ideas, all three writers use the minimum of singing effort 
required to communicate the melody. At several points a group member says "let's try 
it out" and breaks off the generation/evaluation of new ideas to run through the song 
as it stands. Only on these occasions are performance skills employed, after which the
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process reverts to quiet 'undersung' communication The group assumes that high- 
quality vocal performance skills will be available when needed, but does not require 
them to evaluate a melodic or lyric idea; thus the writers literally save energy. The 
majority of the co-writers 1 have observed have consistently used 'undersinging' as the 
preferred method of communicating melody ideas, and it has never been discussed 
among the writers -  before, during or after the process.
As the co-write progresses, the group can be seen imposing more and more 
constraints, and producing measurably more of the final song's durational content 
as each is established. For example, verse I's lyric takes substantially more time to 
write than verse 2 and 3 combined (approximately twice as long).
The group spends considerable time trying out different ideas for the verse's 
form, rhyme structure, melody, core meaning and syllable count. When these elements 
are established with a set of lyrics that are deemed satisfactory, the other two verses' 
lyrics are written more quickly. The audio file demonstrates that a greater density of 
lyric ideas is generated after the discussion of the core meaning is complete. This 
increase in productivity cannot be ascribed only to the subtraction of the need to 
create/agree the aforementioned structural elements. The lyric itself is written faster 
once the form constraints are established. Thus, as more constraints are imposed the 
elements of finished song that are produced arrive faster. The songwriters constrain 
themselves in order for their efficiency to be less constrained.
4.6.3. ‘Witch's Cat'
Song title: 'Witch's Cat'
Date: May 2008
Co-writers: Joe Bennett (JB), Andi Neate (AN)
Evidence base: Audio sketches of initial ideas (audio), JB process notes
(document), iterative lyric sheet (document), hand-written
418 There is, as far as I am aware, no technical term for the act of deliberately singing w ithout proper 
technique/energy in order to communicate melody time-efficiently, so I will use the made-up term  
'undersung' from hereon.
419 By 'durational content’ I mean measurable parts of the song that have a duration w hen performed; for 
example, the chorus of'Far As I Can See' represents 0:25 of durational content -  actually 1:40 when  
repeats are included. Writing a verse lyric provides around 25s of durational content; writing another 
verse provides an additional 25s.
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lyric/chord sheet, studio mix (audio), edit debates (email), studio 
multi-track digital master file (Logic Pro on Apple Mac), re­
recorded studio mix with lyric edits and re-recorded vocal
(audio), post facto transcription (score). Some materials
available via joebennett.net/phd.
Andi Neate (AN) is a singer-songwriter from Edinburgh, Scotland. Between
2000 and 2007 she released four albums (three studio-based, one live) and by late 
2007 was considering working on her fourth studio album. JB and AN met during a 
2007 songwriting workshop session (where JB was the facilitator) and both agreed to 
co-write and co-produce songs for AN's next album. A total of 24 songs were written 
or part-written for the project, and nine were selected for inclusion on the album that 
was eventually titled Crows, Rooks and Ravens and released in April 2 0 0 9 .^ 2 0  The two 
co-writers entered a contractual agreement at the start of the project where joint 
ownership of the publishing (the songs) and the masters (the recordings) was
established. A music publisher (World Domination music) owns a percentage of AN's
and JB's shares of the songs and administrates/promotes the catalogue on behalf of 
the songwriters. AN has subsequently performed the songs live (e.g. Glastonbury 
Festival, Wicker Man Festival and as part of various international tours) and they have 
received radio airplay.
All of the songs were written by remote collaboration because AN was based 
in Edinburgh and JB in Bath. The process that was established was as follows: AN 
would email an initial song idea to JB, usually as an audio file, recorded acoustically on 
a portable MP3 recorder. JB would then transcribe the lyric and develop the ideas 
from the original audio file further, sometimes adding new sections and writing new 
lyrics based on the ideas established in AN's original audio. The agreed goal was to 
write songs that were authentically in AN's artistic Voice', with thematic lyric ideas 
that were either created by AN or invented by JB based on previous themes in AN's 
work. Audio was exchanged linearly, with audio files emailed back and forth. Lyric 
was developed semi-linearly using online collaborative documents ('Google Docs') so
420 Andi Neate, Crows, Rooks and Ravens, CD. Edinburgh: Blue Elf Records, 2009. See joebennett.net/phd.
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that both writers could work separately or simultaneously on the same document, 
obviating any need for version control. When the partnership agreed that lyric and 
form were complete, JB created a backing track, which was emailed to AN, who then 
sang along to it using headphones playback, recording her dry/clean vocal onto the 
portable MP3 recorder. This audio file was emailed back to JB who dropped it into the 
audio mix and applied production -  typically compression, EQ and reverb. The 
resultant demo was then evaluated, sometimes with further changes made to melody 
or lyric, and when a finished demo was agreed this was provided to AN's band, who 
would use the demo to learn their parts for the eventual album recording. The album 
was recorded in studios in Bath and Edinburgh, with full-quality Pro Tools session 
files being sent back and forth by courier on a portable hard drive, and JB and AN 
undertaking post-production at their respective studios.
'Witch's Cat' was written during May 2008, and the initial stimulus consisted 
of an emailed comment from AN "I've always wanted to write a song about a witch's 
cat...". JB suggested some possible thematic ideas:
I'd love us to have a go at the witch's cat song. 1 imagine it could be 
great told in the first person -  i.e. the cat describing its life, sitting 
by the cauldron, watching the spells cast, flying every night on the 
broomstick. There's a lovely play on words available around the 
word 'Familiar' - 1 wonder if the words 'Familiar spirit' might 
appear in the chorus -  1 love the vowels in that phrase.^zi
AN responded by emailing an audio file of some sketch ideas to JB. The music 
was based on a descending guitar line -  a chord of Em played four to the bar, using a 
chromatic bar-by-bar descent in the bassline, creating implied chords of | Em | 
Em[maj7}/D# | Em7/D | A9/C# | Cmaj7 | Bm7 |, creating a six-bar loop. AN 
improvised a melody over this partly using scat/nonsense words, and added some 
lyric ideas describing the witch's cat of the (working) title. This is a transcription of 
the original lyric:
421 Joe Bennett to Andi Neate, 29 February 2008.
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Daylight brought me down the stairs /  To find you sleeping on a 
chair
With one eye open fast asleep /  Counting sheep
Last night you sang your favourite tune /  Cast a spell, bewitched
the moon
1 love you /1  love you soon
Ooooooo... So today you dream of things to come /  Not life already 
slept and spun
Of chasing mice and climbing trees /  You do what you please 
You do what you please 
You do what you please 
Ooooh.... [scat singing]
The lyric was then honed iteratively over a period of several weeks, partly on 
the shared Google Document, and partly through email correspondence, with one 
writer or the other suggesting, adapting or defending particular ideas. The theme of 
the song, and the relationship of the cat to the story, was discussed. Melody was only 
tacitly agreed via audio files and was rarely described in email correspondence. AN's 
second iterative (guitar/vocal) audio sketch file contained the two lines 'black tail /  
green eyes'. JB continued the list with similar two syllable ideas, developing a rhyme 
scheme 'white paws /  nine lives /  won't tell /  your spell /  to anyone'. JB then started 
work on a simple rhyming chorus 'Oooh, witch's cat /  wish 1 could live like that /  so 
silent and free /  1 wanna be /  the witch's cat' and committed these to a vocal demo 
with accompaniment. AN responded with some melodic changes, partly due to vocal 
range [due to the different genders of the co-writers, transposing was a constant 
issue). AN's melodic changes were tacitly agreed by JB, although the melody 
experienced several more changes and edits in the remaining iterations. AN was 
initially unsure about the 'Ooooh, witch's cat' chorus, considering it too simple and 
obvious in its first draft, but it remained in place over several iterations and neither 
co-writer contributed anything to replace it, so in the end it survived to the finished 
song, albeit with some vocal melody edits.
One interesting tacit edit was the scansion of the vocal. JB's early 
interpretation of AN's first sketch was that the opening word 'daylight' was to begin 
on beat 2 of bar 1 so that the word 'stairs' at the end of the phrase fell on the next
204
Collaboration
downbeat, and early iterations of the demo reflected this. An AN version came back 
where she performed the 'Daylight' phrase on the downbeat and JB judged that AN 
was naturally and comfortably singing the entire verse melody shifted one beat earlier 
than previously. This continued throughout all subsequent versions [including the 
finished product) but it was not discussed between the co-writers. Another tacit 
agreement.
The lyric continued to be edited in Google Docs and both co-writers used the 
shared document to add comments [e.g. "1 love this line", "we've already used this", "is 
there a better image here?"). A colour-coding system was developed, with red text for 
placeholder lyrics that were agreed to need replacement, blue for 'maybe' lyrics that 
might warrant improvement, and green for lines that one or other co-writer thought 
were exceptionally strong^zz. When most of the text was green [sometimes including 
blue lyrics that had been recorded successfully) the lyric was considered finished, 
although this finalising moment was always confirmed by email. An excerpt from a 
later iteration of the lyric document shows a working palette of witch's cat and magic- 
related images, most of which did not appear in the final version:
We weave the thread till it begins /  Unraveling
into a skin /  Unraveling
The falling sand is running through
or
And everything you know /  You never show 
You see the passages of time /  Inside your mind
Your world reflects across the sky /  Familiar patterns flash and 
sky.
No chasing mice or climbing trees /  Do as you please
clean whiskers, sharpen claws, watch the spider climb the wall, 
sniff the flowers cats chorus, cats cry, teasing mice, catching birds, 
passing time, ticking clock, purring, engine
you purr like an engine, twitching tail, pointed tail, long tail, tall 
tail, stories, dreams,
9 lives, prowl about
422 Most of the lyrics from Crows, Rooks and Ravens w ere written this way.
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By this time the song had three sections, all based around the same descending 
chord sequence. As the first two sections ['daylight' and 'black tail') began on the root 
and minor third respectively of the home chord of Em, JB suggested a chorus 
beginning on the fifth of the scale would enable all three sections to harmonise with 
each other, and be sung simultaneously at the end of the song to create a suitably 
dizzying 'magical' effecL^^s AN agreed to try this and JB provided a backing track, over 
which she sang the three sections. The dry vocal was then emailed to JB who edited 
the file in software to enable different sections to be moved around and harmonised424 
polyphonically with each other. The resultant demo with all sections in the right order 
was sent to AN for final approval. The finished lyric, as released on the album, is 
shown below.
Daylight brought me down the stairs /  To find you sleeping on the 
chair
[With) one eye open fast asleep /  Counting sheep /  ooooh 
VERSE 2
Last night you sang a magic tune /  In the shadows of the moon 
Tyger [burning) in the night /  With second sight
CHORUS 1
Black tail /  Green eyes /  White paws /  Nine lives /
Won't tell /  Your spell /  To anyone
VERSE 3
You guide the stars into the dawn /  Watching, waiting for the sun 
[The) clouds are racing through the sky /  Marking time
CHORUS 2
Oooh, witch's cat /  Wish 1 could live like that 
Silent and free /  1 want to be /  The witch's cat
VERSE 4
And now you dream of things to come /  [The) spinning wheel 
forever spun
[Keep) chasing mice and climbing trees /  Do as you please?
423 JB deliberately copied this idea from Paul McCartney’s 'Silly Love Songs' [MPL communications,
1976).
424 a n  is an extremely experienced studio vocalist and would easily have been capable of improvising all 
harmonies with minimal preparation, but to save time during the making of the demo JB used pitch- 
shifting plugins (Mel0 dyne for Mac) to create som e of the parallel thirds for the chorus harmonies. AN 
did not object, but asserted that she intended to perform the harmonies properly and authentically 
when the studio session came. The final album recording’s harmony vocals w ere all performed live.
206
Collaboration
4.6.4. Crows, Rooks & Ravens -  co-writing an album
As with all the auto-ethnographic co-writes in this study, the partnership 
undertook all of its decision-making through a stimulus approval process. New ideas 
were generated by one writer and submitted for evaluation by the Other. Full 
agreement was a prerequisite for all 'finished' songs. Some ideas were vetoed and this 
usually led to the Other responding with further suggestions. Occasionally an idea was 
defended against initial veto, but this represented only a very small proportion of the 
co-writing activity. Generally, if one writer was unhappy with a stimulus or edit, the 
Other would usually accept this and move on to new or adapted ideas. Each song, 
including 'Witch's Cat', took around six to eight audio iterations [that is, email 
exchanges with audio file attachments), but each lyric contained many hundreds of 
edits and revisions, including some on-document discussion.
Because the AN/JB partnership worked on more than twenty songs using this 
remote working method, it became very efficient and productive. 'Witch's Cat' was the 
fifth song to be written for the project, and as soon as it was completed it was agreed 
by the partnership to be a strong piece of work. It has since become a gig favourite and 
is AN's fourth bestselling song on iTunes [of 89 available downloads),
The partnership was characterised by a shared artistic goal -  to write songs 
for AN. It was agreed at the start, and reiterated frequently by both co-writers, that all 
the lyrics had to sound and feel authentic for AN and her audience. On this basis, AN's 
veto was, by mutual consent, absolute -  if she was not comfortable singing a particular 
line [or even a particular song) it would not appear on the album. This constraint 
appeared to make the co-writing process more time-efficient, because a veto from AN 
the artist as opposed to AN the songwriter meant that the partnership would move on 
quickly from unsuccessful ideas until it found themes or words that fit a particular 
[known) artistic voice. This 'voice' was much discussed during the writing.
425 As at 28 July 2013
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particularly in terms of lyric phrases. AN might veto a JB lyric idea using a phrase such 
as "it's not really what 1 want to say here". As this need for consistency of voice 
became apparent over the course of the first few songs, JB undertook further research 
into AN's back catalogue to identify lyric themes. AN's previous songs dealt with 
relationship stories, but also ideas of magic, mythology, nature, space travel and 
animals.
Singability of lyrics and melodies was important but it was not explicit in the 
partnership. Both co-writers were experienced enough to write only phrases that 
were singable, and of course AN could test phrases and individual words immediately. 
Syllable counts were generally low, partly because initial ideas from AN began this 
way [having been often scat-sung over chords), and this meant that the partnership 
did not spend a great deal of time reducing the syllabic length of lines to make them 
fit. Singability was important to the dyad but it was usually tacitly edited and agreed.
Melody generation usually began with AN's improvising, and JB's role was 
generally to edit existing melodies, occasionally suggesting new ones for as-yet- 
unwritten sections. These roles were not pre-agreed, but rather were tacitly arrived at 
after the first few songs had established effective processes. Melodies usually changed 
with audio iterations as AN discovered the most natural-sounding ways of singing a 
particular lyric. Sometimes a lyric would be adapted in response to a particular 
syllable count, or a vowel sounding better than the previous version. Most melody 
edits were tacitly agreed, except in cases of vocal technicalities relating to breathing 
between phrases or vocal range, which were discussed in musicologically specific 
detail. For example, the highest pitched note in an early draft of 'Witch's Cat' was a 
perfect fourth higher than the eventual agreed melody [the phrase "1 wanna be..." 
originally peaked at a minor seventh -  high C in the key of Dm). This was singable but 
it required too much of a vocal timbre shift for AN, so the partnership adapted it in 
order to make the chorus flow more elegantly timbrally and melodically. These types 
of edits were only possible, of course, because in this context AN was both songwriter
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and vocal performer. The songs were custom-written for a particular voice -  this term 
having equal meaning here in its physiological and artistic sense -  and indeed those 
songs that did not fit with AN's voice were abandoned or cut.
For the most part, remote working was not significantly different, in terms of 
negotiation or approval of ideas, from face-to-face co-writing. The main operational 
difference was that ideas were evaluated linearly rather than simultaneously, so as 
each writer provided a stimulus, veto or adaptation, there was then a delay before the 
Other's response was provided. The other side-effect of this way of working (again, 
this was only agreed tacitly) is that the partnership tended to have three or four 
unfinished songs in progress at any given time. While a particular idea was awaiting 
approval by the Other, a co-writer would usually work on something else, such às 
another song's lyric, or administrative operations such as email correspondence, 
demo production or audio file management.
The partnership established several macro-level constraints early in the 
working relationship, and these were applied, initially explicitly and later tacitly, to 
every co-write. Each song had to be authentic in AN's artistic voice; each song had to 
be in the optimum key for AN's physical voice; and AN had final veto of all material, 
including the decision of whether to include songs on the album. JB took the role of 
producer at times, for example finalising the tempo of all demos. Creative constraints 
within individual songs were established by agreement during the co-writing process; 
these included lyric theme, rhyme scheme, imagery palette, melodic range, duration, 
rhythmic feel and time signature.
The AN/JB partnership was partly demarcated, in that each co-writer was able 
to contribute more in their particular areas. For JB these included production and 
music theory; for AN they included vocal phrasing and artistic vision. Practical 
songwriting duties, and to some extent creative decision-making, became divided 
according to these strengths. AN had the final say on melodic singability and lyric 
themes, and JB tended to deal with technical aspects such as syllable count and chord
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substitution. On a practical level, JB owns a studio but does not tour or perform live, 
and vice versa for AN. But despite these differences in skillset and contribution, there 
was also a substantial overlap of skills in the partnership. AN and JB can both sing and 
play guitar, and both are able to write lyrics and melody, so each provided the Other 
with opinions about new stimuli or redrafts. In terms of time-efficiency and quantity 
of output, the partnership is perhaps the most successful of the auto-ethnographic co­
writes in this study, and I infer that this could be due to a combination of clear role 
assignments, efficient decision-making methods and a large group skillset as a result 
of the two co-writers' specialisms.
The partnership was successful in the sense that it generated songs that 
became among AN's most popular [downloaded) recordings. It was also productive, 
creating 24 songs over what was effectively an approximate two-week period, albeit 
spread piecemeal across more than a year. However, as the album was nearing 
completion a contractual misunderstanding arose between JB and AN, which meant 
that the partnership was dissolved by mutual agreement -  although the contractually 
agreed terms [of co-ownership of publishing and master recordings) remain in place. 
It appears that AN continued to value the songs artistically because four of the out- 
takes from the Crows, Rooks and Ravens co-writing sessions appeared on her next 
album Flying Full Circle without further input from JB.^ ze j make no comment here 
about the misunderstanding itself, except to note that it resulted in the end of the 
partnership -  a demonstration, perhaps, that artistic and contractual concerns are not 
always mutually compatible.
4.7. Short-form auto-ethnographic case studies
The following section provides shorter overviews of additional JB co-writes 
undertaken between 2004 and 2013. Here, there will be no linear event analysis of the 
sessions; rather, the discussion will focus on a particular aspect of the collaborative
’ • Fu// Circle. Edinburgh: Blue Elf Records, 2013.
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relationship or process. The intention is to provide breadth across the auto- 
ethnographic studies, and to build an evidence base of any creative practices in 
common across different songs, co-writers and co-writing situations.
4.7.1. 'Defenceless'
In 2004-2005 Andy West (AW) and Joe Bennett co-wrote three songs, all of 
which were recorded to home-studio demo standard and were performed live later in 
2005 by the writers.^z? AW was an experienced co-writer, having spent six years 
working as a Country songwriter in Nashville. The songs were each completed in 
single sessions, and a guide vocal recorded by AW, with post-production undertaken 
by JB. Splits were pre-agreed at 50/50. All were written title-first from a selection, and 
the content was generally written in the order chords>melody>lyric, although melody 
and lyric were edited iteratively in response to changes in the other. Constraints were 
established early in the process -  the relationship of the lyric theme to the title was 
extensively discussed at the start, and tempo was set on a drum loop to make the live 
acoustic guitars sound more like part of a band, while also inspiring AW to sing at his 
best. Individual lyrics were written with a nonsense/scat approach, searching for 
phrases that would sing well over the chords. Roles were both overlapping and 
demarcated -  JB operated Pro Tools and AW sang all vocals -  but both co-writers 
played guitar and sang, with roughly equal contribution to the lyric.
A notable negotiation was the extensive discussion about the 
heart/apart/back to the start rhyme cliche in the song 'Defenceless'. The section of 
lyric [from verse 2) is as follows:
Well 1 tried to build a wall round my heart
But I'm feeling like I'm back at the start
'Cos you came along and tore it, came along and tore it apart...
427 The songs w ere called ‘Defenceless’, ‘Cloud On A Summer Day’ and 'Can’t Get It Out Of My Head’. The 
recordings from these three co-write sessions w ere (and remain] unreleased hut they are registered  
with PRS and may at som e point he pitched to an artist. AW and JB retain joint ownership of the 
_^works.
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The lyric, created by AW, sang well and was a perfect fit with the syllable count 
established in verse 1, but JB argued that it was too well established a rhyme cliché. 
This heart-start-apart discussion is common among English language songwriters, as 
Jimmy Webb notes:
Is there any advantage in seeking out unusual, interesting words 
and in using them in preference to the mundane and 
commonplace? Let's look at the prevailing point of view first. It 
goes something like this, "Song lyrics should be as simple-minded 
as possible. Multi-syllables or any hint of subtlety or nuance 
should be avoided. Assume that your listener has the equivalent of 
a sixth-grade [junior school] education and you won't be far 
wrong."
From a commercial standpoint -  whether or not his assumption 
about the mental capabilities of his listener is accurate -  the writer 
would appear to be on safe ground in adhering to this commonly 
held, pre-emptive doctrine. In practice, however there is at least 
one major pitfall.
The consistent use of overly familiar language in line after line 
nudges the writer inexorably towards cliché. Why so? Because 
generations of industrious rhymers have already applied 
themselves to wringing out the possibilities of such standbys as 
"love" [above, dove] and "heart" [start, apart) and "eyes" [cries, 
tries). The cliché is waiting in the tired rhyme with a Cheshire cat
grin.428
H eart/apart/start rhymes appear in many successful songs, although few 
artists have been brave enough to use all three simultaneously. Notable exceptions are 
Janis Ian's 1979 'Day By Day' ['Day by day, my heart /  right from the start /  tearing us 
apart') and Yellowcard's 2003 'Miles Apart' ['We'll be miles apart /  I'll keep you deep 
inside /  You're always in my heart /  A new life to start /  1 may be leaving but you're 
always in my heart'). Indeed, this rhyme set is so well known to songwriters that some 
have chosen to subvert it, for example Harry Nilsson's 1972 song 'You're Breakin' My 
Heart' ['You're Breakin' My Heart /  you're tearing it apart /  so fuck you').
AW and JB discussed this tercet and tried several alternatives for verse 2 of 
'Defenceless', before concluding that the predictability of the rhymes was outweighed 
by the singability of the phrase, especially because of the delayed resolution of the
428 Webb, Tunesmith: Inside the A rt o f  Songwriting, 54.
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'apart' rhyme in the third line. Agreement was reached because of AW's successful 
defence of the stimulus after JB's initial inclination to apply veto. On reviewing the 
demo, the co-writers agreed that the lyric sounded convincing in melodic context, and 
indeed they became confident enough to repeat it in the verse reprise before the final 
chorus.
1 include the heart/apart/start example to illustrate the debate about the 
lower originality threshold. Although a cliché by its nature cannot be plagiarism, it can 
risk making the song predictable and therefore unappealing to the partnership or to 
the listener. But of course rhymes only become clichés because of their contextual 
effectiveness. In negotiating whether to delete or retain the heart/start/apart cliché, 
AW and JB were effectively pinpointing their preferred location for the lower 
originality threshold. This negotiation also illustrates the partnership balancing 
desirable and less desirable outcomes. The chosen rhymes worked well structurally 
and thematically, and 'sang well', but this needed to be balanced with the 
undesirability of including a well-worn cliché. The opposing elements were evaluated 
by the partnership due to initial disagreement; one co-writer [AW) defended a 
viewpoint [that the pros of the tercet outweighed the cons) and JB was persuaded of 
its validity after trying alternatives, leading to consensus.
4.7.2. 'Follow The Night’
Paul Statham [PS) is a professional pop songwriter. His co-writes and co­
productions include Dido, Kylie Minogue, Peter Murphy, Rachel Stevens, The 
Saturdays, Peter Andre, Peach and The Dark Flowers. In April 2013 JB and PS 
undertook a face-to-face co-write, leading later to a co-produced demo created using 
online file sharing. The song was eventually entitled 'Follow The Night' and was 
written primarily to provide a case study for this thesis, although both writers pre­
agreed that if the results were of sufficient quality it could be considered for pitch or 
release. Publishing splits were agreed at 50/50 at the start.
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The co-write began with a discussion of the type of song the dyad intended to 
write. It was agreed that the session would create something suitable for PS's own 
project The Dark Flowers.^zs This is a collection of artists and songwriters whose first 
full album release was entitled RadiolandA^^ Although PS's songwriting is mainly in 
mainstream pop he chose for this session to write something for his current 'art songs' 
portfolio. 431
All songs for The Dark Flowers were -  and are -  based on lyric content 
inspired by Sam Shepard's semi-autobiographical book Motel ChroniclesA^^ The book 
contains many references to Shepard's childhood travels, including Guam, Pasadena 
and rural Southern California, and was used as the inspiration for the 1984 film Paris, 
Texas. The book is rich in descriptive imagery, and PS considers it a useful starting 
point to stimulate new and unusual lyric ideas.
The co-writers opened the book at random and used the following two 
sentences as initial stimulus: '1 waded out into the rain. 1 got far away from people 
under the spell of Pepper trees and Purple Crayfish.'^ss ps created a backing track 
using a simple 4 /4  drum loop with an 8-bar piano chord sequence, and JB improvised 
vocal ideas based on the image of a character standing by a pepper tree. Lines were 
approved, edited or deleted as they were sung. The dyad worked simultaneously on 
chords (guitar and piano, played live) and usually separately on lyric and demo 
production (JB and PS respectively). PS was 'looking for a mood' and added two 
production stimuli to the backing track -  a looped recording of ambient noise from the 
inside of a gospel church, and a reverbed bass and snare drum. The dyad, then, was 
approaching the challenge of lyric thematic meaning from an unusual angle, in that it 
was trying to create the mood first and then identify the lyric's subject based on
429 Paul Statham, Peter Murphy, Jim Kerr, Dot Allinson, Kate Havnevik, Catherine Ad, Sheeley Poole and 
Helicopter Girl.
430 The Dark Flowers, Radioland, CD (Lojinx, 2013).
431 In matters of song type and creative goals, I have tried to avoid leading the session in my auto- 
ethnographic co-writes, considering it more valuable to the research if the Other steers the initial 
decision-making. Had PS wished to write a pop song in our co-write session w e would have done so.
432 Sam Shepard, Motel Chronicles. San Francisco: City Lights Books, 1982.
433 Shepard, Motel Chronicles, 68.
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whatever material the soundworld created. Vocals [JB] were recorded line by line as 
they were approved, and some other production elements [e.g. choir arranging) were 
added at an early stage. The lyrics for verse 1 and the chorus were completed in a 
single face-to-face session at PS's studio, and some additional lyric imagery for verse 2 
was agreed. The recording, including additional lyric and melody work on the chorus, 
was later finished by JB in his own studio and emailed to PS for approval, which was 
given. The complete lyric is shown below:
'Follow The Night’ (Statham/Bennett)
VERSE 1&2
There's a distant conversation /  with the girl by the pepper tree 
She's dressed in lace and misty cotton /  and she's whispering to 
me
There are things that you've forgotten /  like a dying melody 
But the road that leads you backwards /  is never gonna set you 
free
CHORUS
So follow the night to the edge of the river /  let it rain, let the river 
overflow
Wash us away from a saint to a sinner /  we don't fear the water 
below /  the water below 
VERSE 3&4
There's a deep blue kind of memory /  from the girl by the church 
house door
Got a pocket watch of moments /  got no room for any more 
There's a bright star in the morning /  and it shines like a candle 
flame
So let the road rise up to meet us / 1 hear it calling out your name
434
In 'Follow The Night' the PS/JB dyad starts the songwriting process with 
mood, production and lyric imagery, using a non-song-based initial stimulus 
[Shepard's book) that also acts as a self-imposed constraint -  the 'rule' that all songs 
for the Dark Flowers contain a quotation from it. Matters of lyric theme, melodic 
specifics, secondary hooks and form are decided later in the process after the 
appropriate soundworld has been established. The melody is derived from the 
underlying chords, which in turn are derived from the mood established by the drum 
loop and ambient noise. The lyric theme is agreed as singable lyrics begin to emerge.
434 'Follow the Night (The Water Below)', Unreleased audio demo, 2013.
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JB's later role in writing verse 2 and editing the chorus was to provide thematic lyric 
clarity that tied together the lyric lines agreed in the co-write session. The result is a 
song with a rather ambiguous lyric theme but strong lyric imagery.
'Follow The Night’ demonstrates that there is a relationship between process 
and product, albeit one that is very difficult to predict. It is included as a case study 
because PS's starting point for this particular song was comparatively unusual, in that 
he began with a literary stimulus and a mood, thereafter working upwards from the 
backing chords and drum loop. Lyrics were written before the dyad had fully agreed 
the lyric theme. Of the 40 or so co-writes undertaken as part of this study, the finished 
song has the most ambiguous lyric theme -  and of these, it is also the only one to begin 
with its images and identify its thematic meaning later.
Other auto-ethnographic co-writes showed similar problem-solving 
characteristics in the identification of thematic parameters. In cases where the lyric 
theme was identified earlier, some lyric-writing decisions later in the process 
[particularly the writing of verses 2 and 3) took less time. Reverse-engineering lyric 
themes from existing words without contextual meaning was more time consuming. 
This suggests that there may be a connection between the point at which the lyric 
theme is identified and the amount of problem-solving necessary to achieve lyric 
clarity. Many successful songwriters [in primary and secondary interviews) and a 
significant number of 'how-to' songwriting books have stressed the importance of the 
Big Idea in songwriting -  a single universal lyric theme.^ss Not all songs achieve [or try 
to achieve) this, and occasionally a song achieves mainstream success without 
thematic clarity, but the majority of top 10 hits, certainly, have a simple and 
unambiguous central meaning. Thematic clarity is, of course, just one element in a 
lyric, and must be balanced with 'singability' and literary characteristics such as 
imagery, narrative, word economy and perhaps characterisation. In 'Follow The Night'
435 Sheila Davis, Successful Lyric Writing (Writer’s Digest Books, 1988]; Chris Bradford and British
Academy of Composers and Songwriters, Heart & Soul : Revealing the Craft o f  Songwriting. Sanctuary 
in association with the British Academy of Composers & Songwriters, 2005.
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we see thematic clarity decisions being postponed by the partnership as other 
elements are prioritised, resulting in an elliptical lyric, albeit one that sings well.
4.7.3. 'How Do You Fall In Love?'
This song was written in response to an externally sourced brief with pre­
specified constraints. Music publishers frequently send out 'tip sheets' providing 
opportunities for songwriters to pitch work, and some song briefs are included, 
particularly if the song is to be placed in an advertising campaign. An opportunity 
arose for JB to undertake a co-write with professional songwriter [and experienced 
collaborator) Boo Hewerdine, and on JB's arrival at the session the co-writers 
discussed their starting point. JB mentioned the tip sheet he had been reading that 
morning, and although neither songwriter intended to pitch for this specific 
opportunity, they agreed that creatively this was as good a starting point as any. The 
brief was as follows:
Ad Agency is seeking music for a television commercial promoting 
an online dating company. Track must be slow to medium tempo 
and should be a heartfelt indie folk/rock track with either male or 
female vocals. It is important that the track be emotionally 
charged in a romantic way. 3^6
After a short discussion of what the experience of online dating might be like, 
BH began playing a repeating two-chord loop of A and D chords while singing out loud 
the phrase 'How Do You Fall In Love?' This was quickly agreed to be a good title. Due 
to the simple and clear brief the lyric theme was identified very early in the process, 
and the song's simple story structure [of a lonely protagonist looking for love and 
eventually finding it by verse 3) was agreed straight away. A first verse rhyme 
structure was established within 20 minutes, and verse lyrics were developed by BH 
and JB singing scat/dummy lyrics, with the Other applying encouragement or 
suggestions for edits. Song form was agreed to be AABA, although the verses became
436 David Buskell to Joe Bennett, "Song Project: Online Dating [pitch Opportunity]," April 19, 2010.
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doubled to 16 bars with a 2-bar title repeat at the end of each. The bridge was written 
quickly and lasted exactly eight bars.
Thematic clarity was important to the co-writers in this particular song, which 
is perhaps why it was established early; BH describes it as a personal priority as he 
reflects on the session;
1 get bored unless I know what I'm singing about. 1 always, 
definitely always, have a central thing [theme]. I have to know 
what 1 want to say -  and 1 have to know the musical 'area'. [...]
Once you've got the shape and the architecture, especially if you 
are working with someone, you can put it together.
[in today's co-write] 1 thought, also, because you'd been talking 
about [UK rock band] The Feeling, that made me think about Todd 
Rundgren and the way he was able to write these quite sweet 
songs. And 1 just suddenly thought, wouldn't it be lovely to write a 
sort of simple, really, really simple thing, but for it to be quite a 
cool thing that you could imagine someone like Todd enjoying.
And that title [How Do You Fall In Love?] popped out. And it's a 
really nice one, you can hang a lot on it. 3^7
Note BH's references to architecture, simplicity and the relationship between 
title and thematic core. He identifies the value to the dyad of establishing the macro­
level constraints [of theme and form], and creates a sonic/genre framework by 
making a subjective musical connection between one referenced artist and another. 
These constraints function as shortcuts, obviating some areas of decision-making 
relating to form and genre.
Despite BH's preference for early identification of thematic meanings, he 
favours a partly music-first approach, but describes a point at which all elements must 
be considered simultaneously and holistically:
[People ask me] "What comes first, words or the music?" I'd say, in 
general music does. But, to me, 1 think I've been doing it long 
enough that 1 know when it's working, if there are parts of it that
437 Boo Hewerdine - reflections on a collaborative songwriting process, interview by Joe Bennett, March 
2011 .
218
Collaboration
come as a package. You're processing the melody, words and 
harmony all at the same time, which takes p r a c t i c e . ^ ^ s
'How Do You Fall In Love?' is included here because the early constraints that 
were imposed -  of form, title placement, title and lyric theme -  made the lyric-writing 
process into a clear problem-solving exercise. Some of the constraints were externally 
located [e.g. the commercial brief) and some were imposed by the co-writers [e.g. 
song form]. The dyad knew what the lyric needed to say and the timescale/barcount 
available to do so. The majority of the [160-minute] audio file of the songwriting 
session records discussions about particular words and images relating to the 
protagonist's narrative relationship with the title. Dummy lyrics were supplied 
quickly, and the melody was agreed within the first 30 minutes, so the dyad spent the 
greatest amount of negotiating time replacing draft lyrics with alternatives that were 
considered to be more effective. This was enabled because the macro-level constraints 
had been tacitly agreed to be complete. The final lyric is shown below:
'How Do You Fall In Love?'
Boo Hewerdine and Joe Bennett
I've been high and I've been low
In all the usual places
Where the music drowns the voices
Of the unfamiliar faces
But there never seems to be
An answer there for me
1 want to know -  HDYFIL
I've read poetry in pages 
And all the songs I've heard 
Well 1 find no rhyme or reason 
1 don't believe a word 
If 1 could just find out 
What this is all about 
1 want to know -  HDYFIL
BRIDGE
We're not here forever /  Says the clock on the wall 
When will 1 know /  When will 1 know... oh
438 Boo Hewerdine. Reflections on a collaborative songwriting process, interview by Joe Bennett, March 
2011 .
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Couldn't see for looking 
Then 1 turned around to find 
That the question I'd been asking 
Was the wrong one all the time 
And if you feel the same 
But you just can't give it a name 
Then maybe you know 
You already know 
How we can fall in love 3^9
4.7.4. Triangulation co-writes 2009-2013
During the research timescale 1 undertook an additional 30 auto-ethnographic 
co-writes, with collaborators including Pete Astor, Chris Blanden, Sarah Doe, Barry 
Hunt, Mike Jones, Sam Kennedy, Noam Lederman, Davey Ray Moor, Marc Mozart, 
Richard Parfitt, Matt Richmond, Simon Troup, Chris Turpin, Jo Stevens and Kym & 
Steve Yorke. Some of these songs were released or published [Troup, Lederman, 
Yorke/Yorke], some were demoed and shelved [Kennedy, Moor/Mozart, Parfitt, 
Stevens) some abandoned [one song each with Doe, Blanden and Moor) and others 
were passed to the other writer to exploit/perform as they so wished [Astor, Doe, 
Hunt, Jones, Richmond, Turpin).
1 refer to these additional undocumented co-writes for triangulation purposes, 
to test whether these co-writing sessions would exhibit similar characteristics of 
negotiation, veto, consensus and adaptation. Contentions about songwriter behaviours 
that include this additional evidence base can serve to reduce the likelihood of 
particular behaviours identified in the case studies being particular to only one 
individual or dyad. These 'triangulation co-writes' are not individually described here, 
but they are used to support the conclusions in the following sections, particularly 
where commonalities of process or behaviour are discussed.
439 Hewerdine, Boo and Joe Bennett 'How Do You Fall In Love?' [unreleased demo), 2011.
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4.8. Taxonomies of case studies
In this section, 1 suggest taxonomies into which the case studies may be 
categorised, and these are themselves categorised according to process, time and 
production.
4.8.1. Process-based taxonomy
Listed below are descriptions of the processes used by the partnerships in the 
case studies and additional co-writes. These are slightly simplified and summarised 
for the purposes of categorisation, and some of the co-writes may have used more 
than one method as the song developed, so the category chosen refers to the process 
that was used from the beginning of the songwriting session. The process-based 
taxonomies include implicit references to the way in which duties are spread across 
the songwriting team.
Lyric-setting Lyric is provided to composer, 
who writes melody in response, 
sometimes with edits.
Astor/Bennett
Bennett/Jones
Music-setting Melody is provided to lyricist, 
who writes lyric in response.
Bacharach/David 
Livingston/Evans
Title-first iterative Title pre-agreed; music and lyrics 
developed iteratively and 
interdependently.
Bennett/West
Bennett/Hewerdine
Bennett/Neate
Bennett/Hunt
Bennett/Moor
Bennett/Parfitt
Bennett/Boncza-
Skrzynecki/Sky
Bennett/Kennedy
Stock/Aitken/Waterman
Bennett/Turpin
Melody-first
iterative
A melodic fragment, usually in 
harmonic context, is provided 
and music & lyric are developed 
interdependently.
Eriksen/Hermansen
Bennett/Lederman
Bennett/Troup
Bennett/Moor/Mozart
Harmony-first
iterative
A chord sequence is established 
and melody and lyric are 
developed interdependently.
Stock/Aitken/Waterman
Bennett/Statham
Band iterative A live band plays stimulus 
fragments generated by its 
members and evaluates them for
Bruford et al
221
Collaboration
inclusion.
Toplining A backing track is created; a Eriksen/Hermansen et
collaborator then provides al
melody and/or lyrics. Often Bennett/Lederman
includes post-production editing. Bennett/Troup
Bennett/Moor/Mozart
4.8.2. Time-based taxonomy
The following table categorises the way the collaborative team operates in 
time, with reference to the co-write where each occurs.
Simultaneous Collaborators collaborate face to Bennett/West
present face in real time. Bennett/Hewerdine
Bennett/Neate
Bennett/Hunt
Bennett/Moor
Bennett/Parfitt
Bennett/Boncza-
Skrzynecki/Sky
Bennett/Kennedy
Stock/Aitken/Waterman
Bennett/Turpin
Bruford et al
Iterative present Collaborators work face to face 
but on different tasks, 
demarcated by skillset.
Eriksen/Hermansen et 
al
Bacharach/David
Simultaneous
absent^^o
Collaborators work 
simultaneously online, for 
example on a shared lyric 
document, or over video link.
Bennett/Neate
Iterative absent Collaborators pass the song back 
and forth, addins to and adapting 
the Other's contribution.
Common in online collaborations.
Bennett/Neate
Bennett/Statham
Bennett/Doe
Livingston/Evans
Linear absent Collaborators pass the song back 
and forth, adding to but not 
adapting the Other's contribution. 
Common in music/lyric 
demarcated teams.
Bacharach/David
Astor/Bennett
Bennett/Jones
440 This is rare and was only partially used for one song in the auto-ethnographic co-writes. No external 
case study could be located where a song was fully written this way.
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4.8.3. Production-based taxonomy
The following table is categorised according to the extent of audio production 
in the songwriting process, with reference to the relevant case studies.
Subtracted
production
The song is fixed in a tangible 
medium (performed audio demo 
or notation), ready for recording 
at a later date.
Bennett/Neate
Bacharach/David
Livingston/Evans
Integrated
production
Songwriting and recording occur 
simultaneously or overlap.
Eriksen/Hermansen 
Bennett/Turpin 
Stock/Aitken/Waterman 
Bruford et al 
Bennett/Moor/Mozart
Semi-integrated
production
Some audio remnants of the 
songwriting process survive in 
the final recording but others are 
later replaced.
Bennett/Neate
Bennett/Lederman
Bennett/Blanden
Stock/Aitken/Waterman
Eriksen/Hermansen
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5. Conclusions
Although we've came to the end o f the road, still I can't let go. It's unnatural
Boyz 11 Men
In this section 1 intend to reflect on the effectiveness of the methodology, and 
identify processes and behaviours that were common to all the case studies, common 
to some of the case studies or unique to a single case study. 1 include a small amount of 
introspective reporting (that is, personal reflections on my experience as a co-writer), 
because it may triangulate usefully with the inferences made from the behavioural 
evidence (real-time recordings) and retrospective interviews in the secondary and 
primary case studies.
Unless stated otherwise, any behaviours that are described as common to 'all 
the case studies' are found in both the primary (auto-ethnographic) and secondary 
(retrospective) case studies. In analysing the case studies 1 have been particularly 
vigilant in searching for behaviours that appear consistently in only one of these 
categories (that is, common to all the primary case studies but none of the secondary 
ones, or vice versa) as such a situation would suggest a flaw in the methodology or the 
qualitative data collection methods (for example, the possibility of the observation 
effect and/or my own co-writing preferences affecting the results).
5.1. Imperative and discretionary behaviours
The 'imperative behaviours' hypothesis is supported by all the case studies. All 
of the successful co-writes achieved the bare minimum of outcomes -  that is, lyric, 
melody, form and harmony were agreed and fixed into some medium -  most 
commonly an audio recording. Most of the partnerships went further and created a 
high-quality demo or even a completed recording, adding substantial arrangement
441 Boyz II Men, 'End Of The Road', CD single (Motown, 1992).
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content. This was often considered essential for presentation reasons (where the song 
needed to be played to others). In several cases where the song was intended for 
commercial release (e.g. the Rockschool and some of the Neate primary case studies, 
and in the Bacharach/David and Livingston/Evans secondary case studies) the demo 
was a necessary step in the journey toward a future final recording session, and its 
function was to teach others further along the production chain (singers, 
instrumentalists or producers) how the finished product might sound. These were 
examples of what I describe in the previous chapter as subtracted production. In this 
way the demo functioned as a proxy for the songwriters' own presence (of the above 
four examples, only Bacharach-David were involved in the entire production process). 
Other secondary case studies (Stargate and Stock/Aitken/Waterman) provide 
evidence of the integrated production model, whereby some song elements are 
composed 'straight to tape' and musical contributions that contributed to imperative 
behaviours also survive to the finished master recording. There were a small number 
of primary case studies (some Bennett/Neate recordings and some Rockschool 
recordings) where a small number of sonically desirable elements from the demo (a 
synth sound or a vocal performance) were preserved in the final release, while most 
other elements were replaced -  these are examples of semi-integrated production. 
The secondary case studies do not include an example of semi-integrated production, 
but useful evidence of it as a creative practice can be found in U2's preliminary work 
on the 1991 album Achtung Baby, where sonic elements created in a band jam session 
can be heard in the final master r e c o r d i n g . 442,443
442 Karen Bliss, "U2 Documentary Shows Band’s Early Struggles With 'Achtung Baby”' | Music News 
Rolling Stone, Rollingstone.com, accessed September 18 ,2013 ,
http://w w w .rollingstone.com /m usic/new s/u2-docum entary-show s-bands-early-struggles-
20110912 .
443 "Salome: The Achtung Baby Outtakes - U2" | Songs, Reviews, Credits, Awards AUMusic, accessed  
Septem ber 18 ,2013 , http://www.allm usic.com /album /salom e-the-axtung-beibi-outtakes- 
-^ 0 0 0 1 0 1 1 7 3 7 .
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5.2. Agreement
Agreement is common to all the case studies. All co-writers agree the point at 
which the song is finished, and none of the case studies show any of the writers 
releasing, performing or otherwise exploiting the song without the agreement of the 
Other. Post-recording contractual disputes are common, of course 
(Stock/Aitken/Waterman and Bennett/Neate}, and the songwriters are sometimes 
unhappy with performance/production contributions made later by others, but in 
terms of the creative process, the evidence strongly suggests that co-writers reach 
mutual consensus regarding the song's initial completion.
5.3. Testing the Stimulus Processing model
In the early stages of the methodology work^44 i proposed a flowchart 
'stimulus processing' model to describe the evaluation of individual creative ideas by 
songwriting teams:
RejectionConsensus
Approval VetoAdaptation Negotiation
Stimulus
Figure 26 - Stimulus processing model
During discussions (2009-2011} with academics working in popular 
musicology and creativity studies, notably Phillip McIntyre and Allan Moore, 1 
vacillated between describing 'approval' of an idea as a process undertaken en route to
444 Bennett, "Collaborative Songwriting -  the Ontology of Negotiated Creativity in Popular Music Studio 
Practice."
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consensus, and identifying approval as synonymous with consensus; that is, as an 
outcome in itself. The case studies suggest that approval is indeed a process, not least 
because it can be granted temporarily to create 'placeholder' material that acts as a 
scaffold for other creative activities. Approval of creative contributions by the Other 
appears to be a different behaviour from consensus in that the former can occur 
without the latter, particularly in cases where there are three or more co-writers:
I contend that six [non-linear and interacting] processes are at 
play in a co-writing environment -  stimulus, approval, adaptation, 
negotiation, veto and consensus. One writer will provide stimulus 
material and the other writer will approve, adapt or veto the idea 
[approval can obviously lead to consensus -  I include both 
because there may be situations with more than two co-writers 
where one individual approves an idea but another provides veto 
or adaptation]. If an idea is vetoed in its entirety the provider of 
the stimulus will either accept this, or enter negotiation to defend 
or further adapt it. Consensus permits an idea to survive and -  
temporarily or permanently -  take its place in the song 
[collaborative songwriters frequently report agreement that "we'll 
fix that bit later" -  for example, in the use of a dummy lyric that 
will later be replaced]. This theoretical model can be applied to 
any collaborative songwriting process or practice [and perhaps to 
other collaborative artforms], and may include complex 
interactive behaviours that are difficult to observe. For example, 
the 'testing' of a stimulus idea may include an element of 
improvisation between the writers. This is not true improvisation 
as defined and investigated by Sawyerl^^s] because it is not fully 
public; rather, it is a form of adaptation and 'play' that may lead to 
approval, veto, consensus or further adaptation. 446
The stimulus processing model has proved to be effective as a way of 
describing co-writers' decision-making, but only inasmuch as it is effectively a series 
of macro yes/no 'gates', with each of the four routes [adaptation, approval, 
negotiation, veto] describing a detailed sub-process. Used in isolation the flowchart 
offers only limited insight into the psychology or the behaviours of the co-writing 
team, but 1 have found it to be a useful linguistic framework for referring to recurring 
co-writing decision-making processes in their simplest terms.
445 Sawyer, Group Creativity : Music, Theater, Collaboration.
445 Bennett, "Collaborative Songwriting -  the Ontology of Negotiated Creativity in Popular Music Studio 
^Practice."
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5.4. Originality thresholds and copyright
The research demonstrates that copyright, or at least the content of other 
songs, is a significant driver of creative behaviours in songwriting teams. All of the 
primary case studies and many of the secondary case studies include a verbal 
reference to existing songs or artists.447 it is common for published interviews with 
songwriters to include a reference to other songwriters, and the interviewee usually 
states [explicitly or implicitly] that other songwriters were an influence upon them. 
Songwriters are sometimes imitative of other songwriters but usually try to avoid 
copying recognisably from other songs.
Copyright and market forces define a 'lower originality threshold' below which 
a song will be considered plagiaristic. Songwriters usually have some awareness of 
this, and the case studies demonstrate that whenever a compositional idea is 
considered too similar to part of another song the co-writing team will usually veto or 
adapt it. This is not to say that the threat of legal action is the only driver of this 
behaviour; a plagiaristic idea may also be rejected for artistic reasons, such as an 
unintentional cultural reference [to a song or artist] that the partnership deems to be 
undesirable. The creative behaviour that manifests itself in the songwriting session, 
though, is the same: unintentionally plagiaristic ideas are usually discarded when 
identified. When any such idea is acquired through cryptomnesia, the team [usually 
the Other] identifies it and it is vetoed or adapted immediately and uncontroversially 
as a songwriting 'mistake'. When the creative process is intentionally derivative [for 
example, when the songwriters are using a sample as in the Puff Daddy and The Verve 
copyright case studies] the songwriting team must either conceal or acknowledge the 
source material; either course of action can have financial consequences.
447 The fact that the not all of the secondary case studies demonstrate evidence of discussion of external 
repertoire does not mean that such a discussion did not take place - it is more likely to he a result of 
the smaller amount of evidence available. The more exhaustive/lengthy interviews usually include 
som e discussion of'influences’; som e even discuss particular songs that influenced the writer.
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Songwriters learn their craft, in part, by listening to existing songs. And all 
popular music operates within a set of known constraints that are partly defined by 
the market. Even early career songwriters have listened to a large number of songs, 
and so all songwriters inevitably carry with them a set of tacit assumptions regarding 
the structural definition of what a song should be. Copyright defines the lower 
threshold of originality; constraints of form, influence, listener expectation and genre 
define the upper one.
This state of affairs does not mean that songs are written to a template. Rather, 
the upper and lower originality thresholds are themselves exploitable constraints that 
songwriters can use positively to narrow down the number of creative choices 
available. This in turn makes the songwriting process more time-efficient. If, for 
example, a songwriting team had agreed to write a pop song intended for the 'singles 
market', the songwriting session would be very unlikely to include a discussion of 
multiple tempo changes or obscure time signatures, because the songwriting team has 
a shared but tacit agreement that these elements would be undesirable given the 
listener’s expectations. These tacit constraints demonstrate that not every creative 
decision [such as the decision not to include multiple tempo changes in a mainstream 
pop song] manifests itself observably in a co-writing session. Tacit constraints alone 
are justification enough for the methodology in my auto-ethnographic work i.e. 
combining audio recordings of sessions, personal recollection and retrospective 
interviews.
And constrained songwriting is not limited to the commercial mainstream. 1 
have argued that all co-writers share a tacit agreement regarding creative ideas that 
would never be suggested to the Other and are therefore pre-subtracted from the co­
writing session. This applies equally to niche genres, which have not only their own 
specific constraints, but also the additional subtractive constraint that some ideas pre­
existing in other genres should be avoided.
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Songs can be 'too original' (too genre-busting or too listener-challenging) or 
'not original enough' [plagiaristic, derivative or simply uninteresting). Although 
copyright plays a part in defining the lower originality threshold, the exact point at 
which a particular creative decision crosses either line is particular to each individual 
songwriter and songwriting situation. In co-writing teams, then, disagreement 
regarding the location of one of the thresholds must be resolved through veto, 
adaptation or negotiation.
However, songwriters are rarely aware of the specifics of case law, and like the 
courts they find it very difficult to ascribe musically specific criteria to the lower 
threshold of originality. This can lead to plagiaristic/referential creative behaviours 
based on rumour, guesswork, hearsay and folklore -  e.g. Stephen Schwartz -  and real- 
world commercial consequences for creators e.g. The Verve [negative) or Deep Purple 
[positive).
Songwriters value copyright because it protects the only thing that they own -  
the income-generating Intellectual Property of the song. But they also find it a 
constraint upon their creative choices. The lack of musical specificity and the 
historical contradictions evident in case law create confusion and widely varying 
levels of copying in practitioners. And it appears that songwriting creative practice 
has evolved more rapidly than the laws designed to protect it. At the time of writing, 
copyright could be said to be protecting older models of songwriting [the 'sheet music' 
definition) more effectively than it protects newer ones [where song and track may be 
synonymous). Form, genre, allusion and plagiarism could be described as a continuum 
of increasingly song-specific forms of copying, and songwriters are not only 
experientially aware of this, but are often adept at interpreting and challenging the 
boundaries between each.
During the confirmation interview for this thesis 1 was asked by one of the 
examiners "Why are you so keen on defining [creativity in songwriters] according to 
[copyright] law?" This question led me to test my assumption [that law was
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important], so 1 revisited every case study to see if copyright law, or at least some kind 
of lower originality threshold, was a factor in the songwriting team's observable 
behaviours. 1 found that in almost every case the evolving song's level of 
similarity/dissimilarity to prior works was an influence upon the songwriting team's 
creative activities.
5.5. Communication styles -  the language of positivity
The primary and secondary case studies provide mutually verifying evidence 
of the creative decisions that must be made by songwriting teams, and the order in 
which these decisions are made in each case. However, the secondary case studies, 
being based on retrospective verbal protocols, record little evidence of the way in 
which each songwriter interacted with the Other. They contain the occasional 
reference to the way a particular stumbling block was negotiated, and the interviewee 
would sometimes quote small snippets of conversation that led to a particular creative 
outcome. But the detail of the verbal interaction between songwriters is only 
documented fully in the primary case studies. Using these as the sole evidence base for 
my inferences about interactive behaviours would be methodologically weak, not least 
because all of the primary case studies are auto-ethnographic. So in drawing 
conclusions regarding common interactive behaviours in co-writing teams, I have 
triangulated the observed behaviours in the primary case studies with primary and 
secondary interviews where songwriters have discussed more generally the verbal 
and social aspects of collaborative songwriting.
Biscuits are important. Most co-writes are pre-arranged sessions, whereby the 
songwriters have agreed to meet at a specific time and place to write a song. It follows 
that there is usually a 'greeting' period during which the songwriters acclimatise 
socially to each other. This appears to be present regardless of whether the 
songwriters have met before. During the greeting period the conversation typically 
begins with general social chit-chat over tea [and the aforementioned biscuits) and
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moves, often via songwriting-related anecdotes -  e.g. recent gigs attended, music 
industry discussion, songs experienced, instruments played -  to discussion of the 
business of the day. Frequent collaborator Jez Ashurst describes his experiences of the 
initial stages of a co-writing session:
...we probably talk about business for a couple of hours or have a 
good old moan about the music industry and artists. Or perhaps 
get a heads up on artists we've both been working with and what 
we thought of them, and if they had any artist they've been 
working with that they thought were good that we could try to 
work with together or [...] what's happening out there at the 
moment.
So generally having a cup of tea, having some Hob Nobs [biscuits].
This can be like an hour or two hours really especially if we've got 
a two day co-write to just get the lay of the land. Sometimes 
people just come in and they're off; they've got a great idea and 
they just want to get on with it [...] but most of the time you kind 
of ease into it a little bit and have a chat... 448
This greeting period may seem trivial -  surely most professional environments 
have an equivalent starting point where workers interact socially? But there is 
considerable evidence that significant creative decisions are made at this point. 
Constraints may be established, some of which may affect the song directly [e.g. genre 
and artist references] and other meta-constraints that affect the song indirectly 
through process [e.g. agreeing the time available for the co-write]. The Boo Hewerdine 
case study shows both songwriters referring to exisiting artists before the session 
begins, and Hewerdine states that this conversation led to his decision to try to write a 
song that was simple in form and would be influenced by the work of Todd Rundgren.
When the co-write begins in earnest, interactive behaviours appear to be 
chosen in order to make the process enjoyable and time-efficient. Put simply, 
songwriters are rarely grumpy with each other. Grammy award-winning songwriter 
Dan Wilson [who has written with Adele, The Dixie Chicks, Jason Mraz and many 
others] acknowledges that there are tacit social rules when he collaborates.
448 Ashurst, Jez Ashurst interview - on collaborative songwriting (April 2010J.
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When 1 spend time working with other writers we often seem to 
work by unspoken ground rules. These rules seem to create 
themselves when creative people are working together. They 
might be tacit parts of our artmaking tradition or culture, because 
1 see them in action among all different kinds of artists and 
creators. [...]
The most important rule is "try it." Audition every idea. Play it out 
loud and listen. Suspend judgement initially. Make sure to listen 
before deciding or objecting or proposing alternates.
Doesn't matter if it's been "done before" or "sounds similar" to 
something else; that similarity will likely fade away during the 
process, and pointing out similarities only serves to keep the 
collaborators in a state of judgement rather than open creativity.
Originality will take care of itself.
Find the good in it -  1 don't like this idea; why does the other 
person like this idea? Where is this idea coming from? If it isn't the 
best expression, it still might come from an important impulse.
Maybe your collaborator is onto something great and you haven't 
yet seen it.
Explanations are unhelpful -  If your collaborator doesn't like the 
idea, don't try to explain it away. You will waste time having meta­
conversations, and that time is better spent generating ideas.
Propose alternate ideas -  If the idea doesn't fly when you try it, 
don't explain why: come up with a better idea that solves the same 
problem/fills the same space. Three very powerful words in a 
collaboration: "How about this?" Four words to use after them:
"Or, how about this?" Then you can A-B the two [or more] ideas.
The word "no" is rarely necessary -  "No" is a last resort, and not 
necessary if you've tried the rules above. A bad idea will peter out 
on its own, once examined. A good idea can be killed by a too-early 
"no." 449
All of Wilson's ground rules exhibit three common behavioural characteristics 
-  open-mindedness, courtesy and humility. All of these behaviours were 
demonstrated by the Other during the primary case studies. The 'try it' rule appears to 
be ubiquitous across genres, people and eras: ideas are rarely dismissed after being 
described only verbally, and are usually auditioned in context. Even when clichéd lyric 
ideas are suggested the songwriting team will often choose to hear them in context 
before rejecting them. Wilson's exhortation to ignore apparent plagiarism and 'find 
the good' in the Other's ideas are both recipes for generating additional creative 
material for evaluation, and maintaining a positive, non-confrontational and enjoyable 
working environment. His antipathy toward meta-conversations [in my Process
449 Dan Wilson, "Regarding Ground Rules for Collaboration,” Dan Wilson (songwriter) - personal blog, 
June 19 ,2011 , http://ww w.danwilsonm usic.com /blog/journal/regarding-ground-rules-for- 
collaboration.
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Model, I describe this as 'negotiation'] further encourages the songwriting team 
members to behave as listeners and creators rather than as adversaries. His 
'proposing alternatives' rule demonstrates the very particular way that songwriters 
exercise veto, and again appears to be common to all of the case studies where 
evidence of verbal interaction is available. In my own co-writes I have observed that 
the more experienced co-writers were more likely to create more of these 'alternative' 
ideas and do not waste time defending ideas that the Other does not support. Less 
experienced co-writers were more likely to maintain their allegiance to their own 
initial ideas and defend them [verbally] more vigorously when alternatives were 
suggested, by me or by another co-writer. This was observable in dyads and triads. 
Wilson's final 'don't say no' rule is obvious, in that a veto without alternatives 
temporarily halts the creative process, and yet this too seems to be a learned 
behaviour, in that the more experienced songwriters in the case studies were more 
likely to display it.
5.6. Process and product
All of the research in this thesis suggests that there is a demonstrable 
relationship between process and product in collaborative songwriting. The case 
studies demonstrate many instances of songwriters using particular processes with 
the aim of influencing the product in a particular way. Top-line writing, as 
demonstrated in the Stargate case study, uses a backing-first approach, partly in order 
to inspire a vocalist to create idiomatic melody and lyric. Here, the process-and- 
product paradigm works on a meta level [process begetting process], with the choice 
of the first process being a prerequisite for the second, which in serial combination 
lead to the product. Several interviewees report choosing a particular instrument to 
encourage a desired outcome -  for example, Ashurst uses piano for ballads, acoustic 
guitar for singer-songwriter work, and electric guitar for rock.
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When analysing finished songs that are the results of known processes, some 
relationship between process and product can be inferred. For example, Chris Difford 
and Glenn Tilbrook of Squeeze wrote lyrics and music respectively and linearly: 
Difford's lyrics were supplied to Tilbrook as text/poetry, which was then set to music 
without further communication or negotiation. An analysis of Squeeze songs [1980's 
'Tempted' being typicaMo] reveals unusual phrase lengths, instrumental melodic lines 
being used to fill spaces in a musical phrase left by a too-short lyric line, and rhymes 
that fall inconsistently or unexpectedly compared to most pop lyrics. The knowledge 
that the lyrics came first demonstrates that these quirky/unusual musical 
characteristics are a result of the composer (Tilbrook] responding to a constraint -  
that the lyric was not subject to adaptation. This is a clear example of the product's 
characteristics being demonstrably influenced by a particular creative process. 
Similarly, we know that music software applications from the early 1990s [Logic Pro, 
Cubase, Pro Tools etc] has a looping function where a number of bars can be cycled 
over and over, and that in software defaults this is often set to two or four bars. We 
can combine this with the knowledge that many contemporary songwriters use these 
applications, and that two- or four-bar looping material is more common in 21 t^ 
century popular music than in pop songs from past decades. 4si
The problems for the research are twofold. First, correlation does not imply 
causation. We cannot know from the track alone which processes led to a particular 
outcome, and although the auto-ethnography allows for this, we can only analyse 
outcomes on a per-song basis -  no trends or common behaviours can be inferred. 
Four-chord loops may be a result of computer ergonomics, but they may simply be a 
gestural meme that has self-propogated through popularity. Secondly and more 
significantly, every time a songwriting process is observed the outcome must always be 
a different song. Tests and observations can never be replicated and achieve the same
450 Squeeze, Tempted', 7" vinyl [A&M, 1980). Available via joebennett.net/phd.
451 Bennett, "Collaborative Songwriting -  the Ontology of Negotiated Creativity in Popular Music Studio 
Practice."
235
Conclusion
result. Therefore the only reliable evidence base for investigating the relationship 
between process and product is retrospective reporting. Songwriters frequently 
express preferences for particular processes, and say that they sometimes select these 
purposefully with a particular outcome in mind.
So we can say with some certainty that there is a relationship between 
songwriting processes and the characteristics of the songs that they create. But 
songwriters' creative intentions, moods, methods, influences and contexts are so 
varied that it is impossible to draw reliable conclusions beyond this. In this context, I 
confine myself here to describing some examples of process-product relationships 
that have been commonly evidenced in the primary and secondary case studies and in 
my wider research.
Forcing a tempo appears to be a common songwriting technique. It can be 
achieved by writing with a drum loop, band, metronome or computer workstation. 
The 'guitarist's tempo test' demonstrates that using acoustic guitar to write songs can 
sometimes depress the tempo, and using some kind of metronome can be a useful 
antidote to this, particularly if the goal is to write dance music. Lyrics-first approaches 
tend to create songs that are more 'literary' (and often more wordy) than songs where 
the lyric is written in response to the music. Almost all songwriters report that lyrics 
must 'sing well', and some (for example the Bee Gees, and to some extent U2) will sing 
nonsense words and syllables as a mechanism for generating an effective vocal 
melody to which more meaningful lyrics can later be added.
A chords-first approach is very commonly reported, and songwriting teams 
often use this method (particularly chord loops^sz) at the beginning of the session, 
apparently in order to create some kind of sonic canvas over which melody or lyric 
ideas can be tried. In less experienced songwriters (e.g. students) it appears that this 
can make the creator/s very dependent upon the loop and therefore melodically
452 Or 'chord shuttles', as Tagg calls them. Tagg, Philip. Everyday Tonality. New York & Montréal: Mass 
Media Scholars’ Press (via tagg.org), 2009, pp.173-195.
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unadventurous.453 By contrast, writing a melody without harmony may push the 
songwriter towards taking greater melodic risks. The 'Mona Lisa' case study 
demonstrates such a melody-first approach [Livingston's melody having been written 
while he was driving) and is notable for its melodic range [it covers a perfect 
interval), shapely scalic melody arcs, [modest) chromaticism and artful transposition 
of its four-note motif.
But I make all of these observations extremely cautiously. It would be an easy 
matter to find songs and songwriters whose processes and products contradict the 
behaviours 1 describe here. The process-product relationship exists but it cannot be 
universally predicted -  the cause and effect will be different for every songwriter and 
songwriting team. Suffice it to say that some processes beget a greater likelihood of a 
particular outcome, and that songwriters learn this experientially, adding particular 
processes to their creative toolset when said processes' effectiveness is observed 
through repeated use, in order to encourage a particular desired outcome. Process and 
product are interrelated, certainly, but the manifestation of the relationship is unique 
to the individual.
5.7. Shares and ownership
We have seen in the previous chapter the way the power balance between co­
writers is usually equal, and it is common for such equality to be reflected in the 
agreed royalty splits. These are often agreed before a co-writing session begins, and it 
appears to be extremely uncommon for unequal splits to be agreed beforehand. 
Commercial songwriters are, unsurprisingly, usually well-informed about the 
importance of music publishing to their livelihood, and often go about negotiating 
splits in a very businesslike way, with several interviewees [Hewerdine, Ashurst, 
Statham) reporting that their goal was to deal with this issue up front so that the more
453 This is not to say that unadventurousness is undesirable -  Ne-Yo’s melody for 'Irreplaceable' (written  
over a backing track, presumably with harmonic material therein) opens with a tw o bar melodic 
phrase that is alm ost entirely dependent on one note, but it serves to carry the 'to the left...' lyric 
effectively.
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enjoyable/rewarding creative activities could take place unhindered. By contrast, 
early-career songwriters are sometimes less well informed, and therefore less likely to 
undertake such negotiations up front. Bill Bruford reports that in his early days as a 
member of Yes he was unaware of the importance of music publishing and 
songwriting royalties to his career as a musician, and therefore did not discuss song 
shares or splits until some years later.
Post facto disputes do occur, the most common being situations where an 
uncredited musician claims that they made a creative contribution to a now-successful 
song. These cases are sometimes resolved through music industry backroom 
negotiation454 and can end up in court e.g. Hadley vs Kemp,45s where singer Tony 
Hadley and other ex-members of 1980s UK band Spandau Ballet claimed 
[unsuccessfully) that they had been involved in the songwriting process and were due 
backdated r o y a l t i e s . 4 S 6  The result of Hadley vs Kemp has significant implications for 
the way songwriter creativity is rewarded, and has been described as controversial for 
creativity studies4S7 and law.4S8
Negotiating royalties immediately after the song is complete appears to be 
rare -  at least in the UK. It is possible that it is less uncommon in the USA; Peterik et al 
describe 'The Honor system' where splits are discussed immediately retrospectively 
in simple terms and 'The Spinal Tap System' where contributions are itemised in 
detail in a post-song haggling s e s s i o n . 4 S 9  None of the UK-based interviewees, even 
those that wrote regularly overseas, recalled post-song split negotiations, although 
one [Hewerdine) reported that he had heard of cases where it occurs - he used the
454 I have personal experience as a consultant in several cases, albeit bound by confidentiality 
agreements.
455 Hadley vs Kemp, EMLR 589 [1999).
456 Paul Magrath, "The ICLR Blog: Where There’s a Hit, There's a Writ," Incorporated Council fo r  Law  
Reporting, February 2013, http://theiclr.blogspot.co.uk/2013/02/w here-theres-hit-theres-w rit.htm l.
457 Phillip McIntyre and Justin Morey, "Working out the Split": Creative Collaboration and Assignation of 
Copyright across Differing Musical World," Journal on the A rt o f  Record Production no. 5 [2011), 
http://arpjournal.com/849/% E2% 80% 98working-out-the-split% E2% 80% 99-creative- 
collaboration-and-assignation-of-copyright-across-differing-musical-worlds/.
458 Lionel Bently, "Authorship of Popular Music in UK Copyright Law," Information, Communication & 
Society 12, no. 2 (March 2009): 179-204 , d o i:10 .1080/13691180802459948 .
459 Jim Peterik, Songwriting fo r  Dummies, 2nd ed., -  Indianapolis, IN: Wiley Pub, 2010, 224-5 .
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derogatory term 'split monkeys'. The UK songwriters 1 interviewed all operated a 
version of the 'Nashville method', which is described by Peterik as follows:
In the Nashville method, whoever is in the room actively writing a 
song gets an equal share of the writer's credit. This has been the 
etiquette in Nashville for many years because its writers have 
learned that they would rather be writing the next song than 
arguing about who did what and for how much on the last one. If 
someone ends up getting equal credit when they didn't pull their 
weight, they just won't be asked back. 46o
The main reason for the popularity of this equality-based working model 
seems to be one of courtesy and professionalism. Songwriters appear to be much 
more comfortable immersing themselves in creativity, and therefore prefer to put 
business negotiations to one side as soon as possible. The interviews also imply that 
any retrospective negotiation would be very difficult in practical terms [the challenge 
of ascertaining who did what and what value each contribution should have) and 
unsavoury for the songwriting team. Pre-agreed splits have the additional and 
important benefit of ensuring that creative stimuli are generated, agreed or vetoed 
purely on their merit, because the agreement removes any incentives to increase one's 
own share through greater individual contributions.
The most interesting conclusion from the copyright case studies is that the 
share of the song that is owned may have no correlation with the extent of creative 
input by individuals. Significant creative ideas [e.g. the 'Summertime' riff or the 'I'll be 
Missing You' verse lyric) can often attract zero royalties for their creators, and 
relatively insignificant creative ideas [e.g. four notes from 'The Last Time' that 
Jagger/Richards unintentionally contributed to 'Bitter Sweet Symphony') can result in 
100% ownership of a song that was mostly written by others. This state of affairs, 
often simply a result of 'non-creative' business dealings in the music industry, is of 
little interest to my creativity research, of course. But business dealings can affect 
collaborative partnerships in the sense that when agreement cannot be reached this
460 Peterik, Songwriting fo r  Dummies, 224.
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sometimes results in the disintegration of the songwriting team, so they could be said 
to be indirectly influential of creative behaviours for this reason.
5.8. Acquired expertise
Acquired expertise of some sort is a prerequisite for creative behaviour in 
songwriters. It does not define creative behaviour in itself -  that is to say, it is possible 
to acquire expertise and still 'fail' creatively. The skills acquisition is primarily 
experiential; interviewees report having learned their craft partly through informal 
tips from other songwriters, partly through collaborating itself and observing 
behavioural protocols and etiquette, but primarily by listening to music - usually 
songs and artists that they personally enjoy hearing. Songwriters also acquire 
expertise experientially through attrition; all of the case studies showed discarded 
ideas within songs, and songwriter interviews [both primary and secondary sources) 
often reported a large number of unsuccessful songs that had been completed and 
discarded for creative or business reasons. Songwriters are surprisingly cheerful 
about this, and many interviewees seemed unperturbed about the self-evident fact 
that a large proportion of their creative work would be commercially or artistically 
unsuccessful.
The songwriter's skillset is acquired through immersion in the domain 
[listening to songs), communication with peers [talking to and working with other 
songwriters) and environmental feedback [inferring successful songwriting practices 
from strategies and methods that have led to successful or unsuccessful outcomes). 
Songwriters have to deal with the limitations of environmental feedback; there can be 
a significant time lag between completing a song and finding out whether listeners 
engage with it. Simonton's view is that this gives the lie to the creativity-as-acquired- 
expertise theory, because 'the creator seldom receives the most informative 
environmental feedback' and 'the standards by which a work is judged are constantly
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evolving rather than stable'.^Gi i contend that songwriters do acquire some of their 
expertise through success and failure, but due to the environmental feedback problem 
Simonton highlights, they acquire it haphazardly and slowly.
Importantly, the behaviours that songwriters learn go far beyond simple 
creative tips and tricks. Experienced collaborators [e.g. Wilson^^z] consistently report 
that they have learned a set of social behaviours [see 5.5 above) that they consider 
essential for successful collaboration. All interviewees report instances of social 
behaviour patterns that they learned from other songwriters and found useful, 
implementing these in their own creative practice. The most consistently reported 
desirable behaviour was a positive/supportive attitude to working with the Other, and 
an ability to eschew negative veto in favour of positively suggesting alternative ideas.
5.9. 'Track Imperatives'
The requisite elements of popular music's audio product have remained 
constant throughout its history. At a macro level Moore's song/performance/track 
paradigm applies, the last representing the combination of the first two. ^631 contend 
that to make a track, seven 'creative' contributions are necessary -  melody, lyric, 
harmony, arrangement, production, instrumental performance/s464 and vocal 
performance/s. In Moore's terms, the first three are from the 'song' and the last four 
are from the 'performance', acknowledging as he does that 'the intervention of 
producers, arrangers and engineers is arguably as important as the contribution of the 
original s o n g w r i t e r ' T o  describe all seven contributions I propose the collective 
term 'Track Imperatives'. Recorded popular music has always required these and 
continues to do so.
461 Simonton, "Creative Development as Acquired Expertise," 287.
462 Wilson, "Regarding Ground Rules for Collaboration."
463 Moore, Son^ Means.
464 Like Moore, I use the word 'performance' in its broadest sense here, because of course an 
instrumental part does not have to be supplied by a 'live' instrument.
465 Moore, Song Means, 14.
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Figure 27 - Track Imperatives
But the songwriting process has always been defined partly by the 
technologies that surround it. If a songwriting team is using only piano, pencil and 
paper [as Livingston and Evans did] then it is still clearly 'writing a song' but is 
creating only three of the seven Track Imperatives. In the case of these 'song only' 
creative teams, others must supply the technologies and processes required to turn a 
finished song into a saleable audio product. Since the 1980s, the increased availability 
and cheapness of assistive technologies has provided songwriters with the ability, if 
they wish to use it, to exercise more creative control over the recording process. This 
could be achieved indirectly through a home demo or, increasingly since the 1990s, 
directly because the team can work simultaneously on the song and the track. 
Songwriting teams that are heavily immersed in recording technologies [for example, 
Stargate and their 'topliners'] can control not only the song's content but also the 
soundworld through which it is conveyed, taking creative control of all seven 
elements.
Track Imperatives, then, can be fully controlled by the songwriting team 
[which must always control the first three] or distributed across a wider number of 
individuals. Technological démocratisation in the late 20th century has empowered 
songwriters to affect more of the track, but my case studies and interviews show that 
at the time of writing [2009-2014] there is great variation in the extent to which 
songwriting teams choose to participate in the final four 'non-song' processes on the
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list. To illustrate the way in which Track Imperatives remain constant while 
songwriters' involvement in them may change, let us contrast the approaches of 
Carole King and Marc Mozart^^e, working approximately 40 years apart from each 
other.
...a recording that moves people is never just about the artist and 
the songwriters. It's about people like [record company bosses]
Jerry [Wexler] and Ahmet [Ertegun], who matched the 
songwriters with a great title and a gifted artist; Arif Mardin, 
whose magnificent orchestral arrangement deserves the place it 
will forever occupy in popular music history; Tom Dowd, whose 
engineering skills capture the magic of this memorable musical 
moment for posterity; and the musicians in the rhythm section, 
the orchestral players, and the vocal contributions of the 
background singers -  among them the unforgettable "Ah-oo!" after 
the first line of the verse. And the promotion and marketing 
people that helped this song to reach more people than it might 
have without them. But in the end it was Aretha [Franklin's vocal] 
performance that sent our song not only to the top of the charts 
but all the way to heaven. 6^7
Know which area you're NOT good at and partner with people 
who are. Few people if any excel in all areas. A hit song requires a 
lot of specialized knowledge:
- melodies
- a lyrical concept [and of course lyrics)
- chords
- arrangement
- production /  sound design
- vocal arranging
- vocals [singing)
- vocal editing
- mixing
Form partnerships where a team of 2-4 people bring top quality in 
all these areas to the table. Share your income with them on a 
song-by-song basis. If any of the above mentioned qualities are not 
in a song-demo, the competition will eat you alive. 468
Both of the quotations above identify a version of my Track Imperatives, and 
both acknowledge that the track requires a creative team. King, describing the 
production process behind 1967's '[You Make Me Feel Like a) Natural Woman' makes
466 Mozart leads the German hit-making team 'Mozart and friends’ and has created many hundreds o f hit 
songs and recordings.
467 Carole King, A Natural Woman: A Memoir, 1st ed. (New York: Grand Central Pub, 2012), 125.
468 Marc Mozart, "Mozart & Friends Blog - Three Ground Rules for Pop Songwriters," Marc M ozart - 
Producer and Songwriter - blog, August 2009,
http://www.mozartandfriends.eom/news/2009_08_three_ground_rules_for_pop_songwriters_by_mar
c_mozart.htm.
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it clear that the songwriting team [King herself and co-writer Gerry Coffin) has 
contributed only the song. She affords credit to many others in the implicitly linear 
production process, including 'non-creatives' such as record company owners jerry 
Wexler and Ahmet Ertegun. For King, working in 1967, the songwriter's role was 
highly demarcated within the production team, and she therefore defines the track 
from the song outwards. By contrast, Mozart uses the term 'hit song' to mean all 
elements of the finished audio artefact, and simply lists a set of requisite skills for a 
production team. Melody, lyric and harmony are included in his list, but are only three 
of the nine skills that he suggests should be distributed across an effective team of 2-4 
people. Vocal editing, for example, is given apparently equal importance to melody 
writing.
The King/Mozart perspectives are indicative of the general drift over the last 
50 years or so towards greater involvement by [some) songwriters in track 
production. But this is not to say that such involvement is a particularly new 
phenomenon, or that it applies to all contemporary songwriters; Jerry Lieber and Mike 
Stoller were extremely active in arrangement and production in the 1950s469, and 
conversely many 21st-century co-writers [e.g. Hewerdine) are perfectly comfortable 
in situations where they are only required to create melody, harmony and lyric.
Songwriting sessions, then, could be divided into two types - those that create 
only the song, and those that also contribute to the performance -  let us use the 
shorthand terms 'text-based' and 'production-based'. In the early 20th-century sheet 
music market, all songwriters were text-based. The 1950s paradigm shift toward an 
audio product market, combined with the emergent [probably Beatles-influenced) 
1960s tendency for more artists to write their own songs, has given songwriting 
teams more opportunities to become increasingly production-based, particularly as 
home/project studios have become cheaper and more commonplace. 21st-century
469 Jerry Leiber, Mike Stoller, and David Ritz, Hound Dog : The Leiber and Stoller Autobiography. London: 
Omnibus, 2010).
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songwriters are therefore more likely than their predecessors to contribute to four or 
more of the seven Track Imperatives -  that is, to go beyond melody, harmony and 
lyric.
5.10. Why collaborate?
In Chapter Four 1 proposed six possible reasons why a songwriter might 
choose to write collaboratively.
• Economically motivated: the Other's expertise is so valuable that it would 
enable the team to create an object that is more than twice as successful, 
comfortably compensating for the split.
• Artistically motivated: the Other's contribution adds artistic depth or breadth 
to the song that would be unavailable from working alone.
• Emotionally motivated: the Other's presence increases the songwriter's 
confidence, productivity or motivation to write.
• Discursively motivated: the Other's validation/veto of the songwriter's own 
ideas is itself sufficiently valuable to justify collaboration.
• Vocationally motivated: the Other may be more likely to ensure the song's 
success after it is written, or provide networking opportunities for the 
songwriter.
• Pragmatically motivated: the Other provides necessary skills and expertise -  
for example, in the case of a lyricist who does not compose music.
All of the interviewees were asked about their reasons for collaborating, and of
the six possibilities listed above, the most common reason that songwriters gave was
that their working relationship was pragmatically motivated -  the Other contributed
useful skills to add to the team's creative firepower. All of the other motivators were
common, with the exception of the discursively motivated model, which was extremely
rare. No songwriters reported collaborating in this way [i.e. affording creative
decision-making privileges to co-writers who did not contribute creative content),
although primary and secondary research revealed single-song instances where credit
was afforded even where no creative contribution had been made, including one Bill
Bruford/King Crimson song and many songs by Lennon/McCartney. This usually
happened in mature partnerships where the partnership frequently co-wrote fully
collaboratively [and had a co-writing agreement), but chose not to do so for a
particular song. This appears to be more common for songwriters working in bands
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than for more promiscuous professional writers, who almost always contribute 
practically and ensure that they are credited for this. In practice, economic motivation 
was rarely stated, but rather was implicit in pragmatic motivation. Songwriters did 
not report any co-writes where economic motivation was the primary reason for 
collaborating (that is not to say that it is not the case, just that it is implicit). Most 
songwriters reported some version of 'if you build it, they will come'^^o _ that is, their 
focus was purely on making (what they considered to be) the best possible song they 
could write that day. Because all interviewees reported that they were never certain 
that the day’s co-writing efforts would be (creatively) satisfactory, we can perhaps 
infer that this speculative approach to the working environment encourages a creative 
focus. Songwriters know that they might never get paid for any given day's work if the 
song is not a success, and this appears to divert them away from, rather than towards, 
economic considerations while they are working.
Writing with artists (the 'Svengali model') was common among the 
professional songwriters, and the requirement to co-write in an artist's 'voice' was 
reported by several interviewees and shown auto-ethnographically through the Andi 
Neate collaboration. In these situations, the co-writes are clearly partly vocationally 
motivated, given that an artist who has co-written a song is more likely to record (or 
'cut') it. Several interviewees reported that this type of co-writing gave the artist 
'ownernship' of a song (in the emotional sense), and that this also helped the 
performer to sing it more convincingly and authentically in the studio. When the artist 
was less experienced than the co-writer (e.g. with boy/girl bands) some interviewees 
-  particularly Hewerdine, Ashurst and Statham -  reported that their role was partly 
that of facilitator or perhaps interpreter, to 'translate' the artist's music and lyric ideas 
from their raw states into forms that could be useable in a song. The Svengali model, 
in practice, does not seem to operate as cynically as opponents of 'manufactured' pop 
might suggest; interviewees reported that artists had a genuine and substantial
470 Phil Alden Robinson, Field o f  Dreams, 1989.
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creative input into the song, even if they were inexperienced songwriters, and that 
this was guided and modified by the more experienced backroom writer.
5.11. Interrogating the evolutionary analogy
In Chapter 1 1 posited a theoretical perspective whereby market forces and 
massed listener preferences have helped to shape songwriter behaviour and 
contributed to song form itself through listeners' subtraction of undesirable musical, 
lyric or structural elements. 1 also observed the way song content, as chosen during 
the songwriting process, could be seen as inherited -  but necessarily adapted -  from 
previous songs, songwriters being unavoidably culturally influenced by prior 
listening. This evolutionary analogy is implicit in the cultural Darwinism of 
Csikszenmihalyi's Systems ModeH^i, and is supported by some songwriting/composer 
creativity scholarship, including Simonton and Etzkorn. The analogy is imperfect, even 
with my occasional reliance on 'the charts' as a large dataset: there is merit in Richard 
Middleton's argument that 'positivist' popular music research [that is, relying too 
heavily on sales data as evidence of popularity) is too simplistic a methodology. 
Listener intentionality means that listeners do not behave as a passive ecosystemic 
'resource supply', but rather as individual agents, albeit agents whose tastes are 
affected by others. So although inherited song characteristics [and therefore the 
behaviour of songwriters) can be framed in systemically evolutionary terms, listeners' 
complex cultural, social and economic interactions with songs cannot. My research is 
clearly not sociological 472  ^ but 1 acknowledge that groups of listeners have 
considerable agency in song development.
471 As w e have seen, Csikszentmihalyi also argues that creative 'Flow' is a personal biological reward 
system that is truly evolutionarily derived. My research need not -  and does not -  interrogate this 
argument in any detail, because my methodology is behaviourist; that is, I am investigating manifest 
creative behaviours, not their neurological derivation.
472 Popular music scholars will note only a small number of specific references in this thesis to tw o  
significant writers -  Simon Frith and Jason Toynbee. Their work is of course enormously important in 
our field, and has had a contextual impact on the research; Toynbee's writing has influenced my 
choice of methodology to som e extent, and Frith's groundbreaking work on copyright informed my 
decision to undertake plagiarism/copying case studies. But the goal of this research was to work with 
musically specific parameters -  to identify, as much as possible, the actual m om ent-to-moment
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As we saw in Chapter 2, cultural and economic processing of songs [nor the 
creative activity of listener-centric songwriters) may not map literally to true 
evolutionary behaviours, not least because the drivers of creative are not truly blind. 
Songwriters have intentionality, but this does not mean that our analogy should be go 
so far as to embrace so-called 'Intelligent Design' [which would presumably imply a 
single omnipresent entity controlling all popular music!). Blind Variation and Selective 
Retention is an established theory of creativity. Does creative intentionality challenge 
an evolutionary perspective? Perhaps, but only in terms of the lack of randomness in 
the variation between songs, and given the number of songs that are written, we can 
certainly say that listeners choose from a wide selection of songs. Such choice is, 1 
suggest, equivalent to a large number of random variations upon a prior genotype, and 
it is the selective retention, rather than [blind or intentional) variation, that is 
important for the application of an evolutionary analogy to popular song's 
development. Unsuccessful [or poorly distributed) songs influence songwriters to a 
lesser extent than successful [or well distributed) ones, and it is this heredity where 
the quasi-Darwinian analogy is most useful, because we can observe characteristics of 
songs that are derived from antecedent songs, constrantly reinforcing [and, through 
variation, slightly developing) the constraints of song form.
5.12. Further work
The research question 'how do songwriters collaborate to write effective 
songs?' has been a constant throughout this project, and has been used as a frame for 
all of the subsidiary questions and hypotheses. But the overarching question contains 
necessary assumptions of definition; the case studies demonstrate that the term
decision-making in the songwriting process. Both Frith and Toynbee take a more system ic v iew  of 
popular music making, the former addressing the w ay songs are received societally and aesthetically, 
and the latter analysing drivers of musicians’ behaviour. So w hilst my theoretical framework has 
favoured more musicologically specific scholars [e.g. Tagg and Moore) 1 acknowledge here a debt to 
both Frith and Toynbee, particularly the following works. Simon Frith, Performing Rites: On the Value 
o f Popular Music, Oxford, Oxford University Press, 1996; Frith, Simon. Music and Copyright. 2nd ed. 
New York: Routledge, 2004. Jason Toynbee, Making Popular Music : Musicians, Creativity and 
Institutions. London, Arnold, 2000.
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'songwriters' is not fixed and can be used to describe invidividuals with very different 
creative skillsets. Many people who are credited as songwriters (Pete Waterman, for 
example) do not in fact write songs; conversely, many creatively active songwriters 
are not credited as such, or may undertake creative activités that go beyond the music 
industry's definition of songwriting. The inclusion of the adjective 'effective' is 
essential in the question, because my primary research demonstrates that 'ineffective' 
(that is, unsuccessful or inexperienced) songwriting teams may behave differently 
from those who are more 'effective'. But effectiveness is, as 1 have argued, in the ear of 
the beholder. From the listener's point of view the term is only meaningful to the 
extent that it is synonymous with 'affective' in the (mostly immeasurable) emotional 
sense. My attempts to define effectiveness through metrics (i.e. sales and charts data) 
partially solved this problem, but this approach limited the inferences that could be 
made from the case studies: not all of the observed sessions could be guaranteed to 
generate 'effective' work. My compromise solution, to observe and study only 'pro' 
songwriters, did increase the likelihood of studying 'effective' creative behaviours.
This study was limited in its scale because it was the work of only one part- 
time researcher over a specified time period (5 years of formal PhD study 2009-14, 
with a preceding 6 years of songwriting-related teaching, practice and research 2003- 
2009). This meant that it was not possible to take an exhaustive approach to 
qualitative data analysis, there being only a small number of case studies. But a case 
study approach has its benefits, particularly, as here, when the research is developing 
approaches to a new/emergent field of enquiry. Psychologist Gillian Butler describes 
case studies as 'particularly useful as a source of ideas for future research, and for 
measuring the same behaviour repeatedly under different conditions'. 473 jn this 
respect the case studies approach is defensible and has produced some useful 
'measurements of behaviour', albeit in a small number of teams.
473 Gillian Butler, Psychology: A Very Short Introduction. Oxford: Oxford University Press, 2000.
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The research must also be considered in the context of my own cultural 
conditioning, and this suggests that further work could usefully include several 
researchers working collaboratively. As a songwriter, teacher and academic 1 have 
personal views regarding what makes a good songwriter or a good song, and even 
what defines a 'real song’. All music listeners experience a unique catalogue of songs in 
their lifetimes; no two individuals ever experience identical cultural conditioning, 
from songs or any other source. There is therefore a risk that 1 may have been 
selective in my qualitative analyses, subconsciously 'weighting' aspects of the 
evidence that reinforced my own belief system -  particularly the possibility of 
highlighting any similarity between third-party songwriter behaviour and my own 
creative practice preferences. But all music researchers suffer from this 'unique canon' 
subjectivity. The only methods that prevent it -  large-scale quantitative data collection 
or lab experiments -  were shown to be ineffective in this behavioural study, the online 
survey having been abandoned because its dataset was too low-bandwidth to provide 
meaningful evidence of behaviour. My own demographic perspective is as a white 
European, UK-based, guitar-playing male born in the 1960s, and my musical 
influences have led to some specific musical preferences in songs. 1 personally enjoy 
powerful diatonic or modal melodies, big and summative choruses and clear lyrics 
that are enjoyable to sing -  all common characteristics of mainstream pop and rock. 
My 35-year experience of playing a tonal/chordal instrument (guitar) no doubt 
informs my listener preferences, and possibly my researcher inferences. Working with 
additional researchers would mitigate the risk of my researcher bias as an individual.
The auto-ethnographic approach generated an unprecedentedly detailed 
qualitative dataset and represents perhaps the most significant contribution to new 
knowledge embodied in this research. This inevitably led to reactive interview 
structures (based on the recently-completed co-write) and there may be opportunities 
to standardise the retrospective interviews so that lateral comparisons can be made 
between songwriters, songs and processes.
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The research could be scaled up, quantitatively and culturally. The former 
would enable more reliable inferences to be made because a greater number of 
respondents would report overlapping [or contradictory) behaviours. The latter 
would mitigate my own cultural conditioning. Limitations of time and scale 
constrained the study of several significant genres of popular music, notably hip-hop, 
rap, metal and dance subcultures. The extent to which the creation of these musical 
works is commonly described semantically and industrially as 'songwriting' should be 
investigated. Further, my interview subjects were almost exclusively single 
songwriters (who collaborate); further investigations could usefully include bands 
that co-write in the rehearsal room. There is, perhaps, a study of equivalent scale that 
could be undertaken into band-based creative behaviour. Mark Pulman's recent work 
on band rehearsal dynamics provides a possible starting point, but like many studies 
of composer creativity it is sited within music education and concentrates exclusively 
on students.474 Some of his observational methodologies, and similar ones,47s may be 
applicable to the study of professional bands who co-write songs, but there may be 
problems of access to research subjects; there is little incentive for successful bands to 
participate in unpaid academic research. When investigating bands, it may be that the 
retrospective interview (as used in my Bill Bruford case study, which is band-based in 
its subject if not in its methodology) may be the best observational compromise 
between access to subjects and integrity of qualitative data. Most of this thesis deals 
with dyads, which are statistically the most common form of songwriting teams.476 My 
case studies deal with only two examples of triads -  Bennett/Boncza-Skrzynecki/Sky 
(primary) and the Stargate production team (secondary). Clearly triads require 
further work, and there is potential for entirely new research into songwriting teams
474 Mark Pulman, "Popular Music Pedagogy: Band Rehearsals at British Universities," International 
Journal o f Music Education 32, no. 2 (May 2014), h ttp://eprints.hud.ac.uk/16396/; Mark Pulman, 
"Assessing Personal Attributes in the Group Rehearsal," Music Education Research 12, no. 4 
(December 2010): 395-414 , do i:10.1080/14613808.2010.519383.
475 e.g. Keith Sawyer's work with jazz bands - see Sawyer, Group Creativity : Music, Theater, Collaboration.
476 T. F Pettijohn 11 and S. F Ahmed, "Songwriting Loafing or Creative Collaboration? A Comparison of 
Individual and Team Written Billboard Hits in the USA," Journal o f  Articles in Support o f  the Null 
Hypothesis 7, no. 1 (2010): 3.
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with more than three participants, which will inevitably overlap with band-based 
songwriting studies.
My attempts at process-based and production-based taxonomies in this thesis 
should be tested against the behaviours of more diverse songwriting groups, within 
and beyond the UK/US pop tradition. The categories cover all of the case studies 
adequately, and appear to be comfortably applicable to all other songwriting 
processes for which evidence is available. But this does not necessarily make them 
exhaustive. A broader range of interview-based case studies, undertaken by several 
different researchers, would enable the flexibility of these taxonomies to be tested 
more fully. The time-based taxonomy is, 1 suggest, unassailable, covering as it does 
every possible combination of simultaneity/asynchronicity and presence/absence, 
though new subcategories may become useful -  for example, there may be a version of 
my 'linear absent' category that deals with the word-settting of a text by a long-dead 
author. A researcher investigating this process may need to deal with the 
philosophical question of whether the lack of two-way communication between co­
writers precludes it from being a type of creative collaboration.
An interdisciplinary approach would bring great benefits; a team consisting of 
a behavioural psychologist, popular musicologist, music lawyer and experienced 
songwriter could usefully analyse the qualitative data from these perspectives, 
illuminating some of my tentative conclusions and testing effectively how common the 
observed songwriter behaviours are across different creative groups.
Finally, greater involvement of the music industry would improve the scale 
and reach of future research. This may well have funding implications, said industry 
being heavily economically driven, and there would be resistance in some quarters, 
due to this being a product-led industry rather than a knowledge-led one. 1 am 
reminded of an informal meeting some years ago with a senior member of a music 
royalties collection agency; he asked me what 1 was working on at the time, and 1
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replied that 1 was researching the way songwriters create new work by observing 
them in practice. His response was "what’s the point of that?"
The what-is-a-song debate is still an important one, for popular musicology, 
for songwriters and for the music industry. There is considerable evidence -  including 
in my case studies from the 1980s onwards -  that songwriting and production skills 
overlap heavily, and this has implications not only for future research but also for the 
future of'creativity' in the music industry. The current legal/administrative position is 
that melody, harmony and melody are rewarded through music publishing in a way 
that production, arranging/programming and performing are not. This may be 
unsustainable in the long term, partly because the 21st century decline of retail music 
product sales may make these roles less economically attractive. Recent s c h o l a r s h i p 4 7 7  
has questioned the current state of affairs, where 'song' and 'performance' are 
administratively/economically separated as if they were separate creative acts, and 
songwriter creativity research -  mine and others' -  may have a lot to contribute to this 
debate. Speculative futuregazing is always risky, of course, but 1 find it difficult to 
believe that the laws governing music copyright will not be reviewed in response to 
recent changes in the way some popular music is made.
The research demonstrates clearly that the songwriting team is often itself a 
member of a wider team. On a musical level this includes artists/vocalists, musicians, 
producers and engineers, arrangers and programmers [all of whom may contribute to 
'songwriting' in some way). But as Carole King and others have asserted, there is a 
macro level 'non-creative' team that includes publishers, record companies, marketing 
and promotion, distribution and broadcast, all of whom may affect, and be affected by, 
songwriting teams' creative behaviours. The interrelationship between songwriters 
and these macro teams could usefully be explored further through a more inclusive 
choice of interviewees.
477 Bendy, "Authorship of Popular Music in UK Copyright Law”; Demers, Steal This Music -  How  
Intellectual Property Law Affects Musical Creativity; McIntyre and Morey, "Working out the Split”: 
Creative Collaboration and Assignation of Copyright across Differing Musical Worlds.”
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Finally, 1 contend that Csikszentmihalyi's Systems Model of Creativity should 
be applied not only to songwriters but also to the listener’s role in the System. Popular 
musicologists 478 and practitioners alike 479 have argued that listeners play a vital role 
not as passive consumers of popular music but as contributing forces to its content. 
This assertion needs to be tested further by devising a methodology for exploring the 
interdependent relationship between songwriters and listeners, and the behaviours 
that each produces -  or should 1 say 'creates' -  in the other.
478 Moore, Song Means.
479 King, A Natural Woman; Byrne, How Music Works.
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